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CAGE THE ELEPHANT 
*e— Ain't No Rest for the Wicked 


MARTIN CARTHY 
Scarborough Fair 


TRADITIONAL 
Wasn't That 
a Mighty Storm 
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Speech impaired 
and completely 


BLIND TO LIMITATIONS. 


NANCY'S SEVERE STUTTER CAUSED ANXIETY EVERY TIME SHE SPOKE. BUT 

| WHEN SHE LEARNED TO PLAY GUITAR, NANCY DEVELOPED SOMETHING 
MUCH MORE THAN MUSICAL TALENT—SHE DEVELOPED CONFIDENCE. 

\ KNOWING FULL WELL THE STAGE IS NO PLACE FOR A STUTTERER, 
| SHE STEPPED ONTO IT ANYWAY. AND WHEN NANCY BEGAN TO 
SING, SOMETHING ASTONISHING HAPPENED: HER STUTTER 
COMPLETELY DISAPPEARED. SINCE THEN, NANCY HAS 
WRITTEN OVER 100 SONGS AND PERFORMED BEFORE 
AUDIENCES OF MORE THAN 500 PEOPLE. IT'S THE 
KIND OF STORY THAT INSPIRES US AT TAYLOR, AND 
REMINDS US THAT THE WORLD NEEDS MORE PEOPLE 


LIKE NANCY. For more about Nancy and others with 


the courage to step forward, visit taylorguitars.com. 
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Step forward. MUSIC IS WAITING” 


© 2015 PRS Guitars / photo by Marc Quigley 
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> a story to tell апа you need an 
ent that helps and inspires. The 


à all hog 'or spruce-top models - all of 
. which come standard with a high-quality 


PAUL 
REED 
SMITH 


GUITARS 


"| wrote most of the songs for Young In All The 
Wrong Ways on my Bourgeois Piccolo Parlor. It was 
the perfect teammate. The body and scale feel 
natural to me and the sound is strong and 
nuanced." 


SARA WATKINS 
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PolyTune Clip 


Rainsong 
SMCX Smokey 


Waterloo 
WL-JK Jumbo 


ToneWoodAmp 
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office this year Bob Dylan's acoustic guitar sound 
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37 The English Way 
Martin Carthy is a fingerstylist 
with a keen imagination 


by Andy Hughes December 2016 
Volume 27, No. 6, Issue 288 


On the Cover 
Bob Dylan 
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Fishman TL-3 Preamp 
w/ Onboard Tuner 
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Natural Gloss 


The TL Series is specifically 
designed to give musicians the 
sonic response of an acoustic 
guitar with the fast feel of an 
electric. They offer Fishman 
pickups and preamps for 
excellent natural-sounding 
acoustic response, along with 
a comfortable set-neck design 
and a thin, lightweight body. 


Learn more about these and other 
Thinline models at espguitars.com/TLseries 
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Rory Block, p. 17 


Guitar Talk 
Gretchen Menn on the language of music 


The Beat 
Rory Block inducted into New York Blues 
Hall of Fame; inlaid guitar masterpieces 
at the Musical Instrument Museum; 
Thomas Kikta scores new ballet 


5 Minutes With... 
Nickel Creek fiddler Sara Watkins 
adds guitar to her repertoire 


Here’s How 
5 tips for players who start playing 
guitar later in life 


The Basics 
8 pick-hand techniques 
to improve your tone 


Woodshed 
5 ways to get your instrument more 
involved in the songwriting process 


Weekly Workout 
Enhance your playing by exploring thirds 


Ain’t No Rest for the Wicked 
Cage the Elephant's hit began life 
on a construction site 


Scarborough Fair 
This gentle ballad was at the center 
of a decades-long rift 


Wasn’t That a Mighty Storm 
A natural disaster inspired 
this traditional folk ballad 


Makers & Shakers 
William Matthews keeps the art 
of the cowboy guitar alive 


Stage & Studio 
The what and why of DI boxes 


Ask the Expert 
To reset or not to reset 
a vintage Martin D-18? 


Review: 
Martin LE Cowboy 
A winning triple-O that's also a work of art 


Review: 
Yamaha LL-TA TransAcoustic 
Fully loaded with built-in effects 


Review: 
Bristol BM-15 and BD-15 
An all-mahogany bargain 


Review: 
iSolo Transmitter 
The sound of a real mic 
with wireless mobility 


Review: 
AER Tommy Emmanuel 
Signature Edition Amp 
A fingerpicking fantasy 


Review: 
TC Electronic PolyTune Clip 
Simple and reliable 


Great Acoustics 
A sweet-voiced 1937 Gibson 1-0 


Playlist 
Josh White's sophomore effort helped 
usher in the 1960s folk revival; also, 
Aoife O'Donovan revisits her past songs 
on Man in a Neon Coat; Tompkins 
Square's Imagination Anthem 8 celebrates 
solo guitarists; Chatham County Line 
weaves a warm mood on Autumn 
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Robert Ellis — 
www.RobertEllis 


The first collection of 
archtop "acoustic/ electric" 
guitars designed to be 
played and amplified as 
true acoustic instruments. 


Zenith™ Classic 


PLUG INTO THE NEW 
MASTERBILT® GENTURY DDOLLECTON" 


Epiphone, the leader in affordable professional archtop guitars, reinvents the archtop again by 
combining our original, time-tested designs with 21st century acoustic guitar electronics to bring you the 
new Masterbilt Century Collection!" - the first collection of archtop “acoustic/electric” guitars designed to 
be played and amplified as true acoustic instruments. Just play one and you will immediately feel and hear 
the difference between today’s common “flat top" acoustic guitar and the unique voice of a Masterbilt 
Century. Plug one in and prepare to be amazed! Really... 

You have to hear it to believe it. e 


www.epiphone.com 


www.epiphone.com/MBCentury performance is our passion 
A Part of Gibson Brands 
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Sara Watkins 


TODD COOPER 


Enjoy a recent installment of Acoustic Guitar Sessions with Sara Watkins (Nickel Creek/Watkins 
Family Hour). Visit to check out more of AG's performance series, 
featuring the Wainwright Sisters, Richard Thompson, Milk Carton Kids, Ani DiFranco, Seth Avett, 
Otis Taylor, Peter Rowan, Della Mae, Bruce Cockburn, Indigo Girls, Valerie June, Brothers Comatose, 
Eliza Gilkyson, Laurie Lewis, and many others. 
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On the run and forgot to pack your | ГУ 
magazine? Spend time at the computer and want to | [ACOUSTIC] 
scroll through at your leisure? Then download our IGUITAR [А 
PDF version of this issue today and enjoy the bene- = EAT) 
fits of a digital edition. 

Visit , select 
this issue, then enter the code when you 
check out to get your version for free! 
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Every Friday at 12PM, AG sends a 
special Acoustic Guitar Deal to thousands of guitar- 
ists like you. Recent Deals include The Acoustic | 
Guitar Fingerstyle Method for 5096 off and a $9 
offer on Inside Blues Guitar. Sign-up today so you 


don't miss out on a deal again. — 


INTRODUCING D'ADDARIO 
NICKEL BRONZE 


Unrivaled clarity, resonance, and projection, with outstanding balance and 
harmonically rich overtones. All to reveal the unique character of your guitar. 


THE FRONT PORCH | 
4 


et your act in gear. Get gear into your act. 
Gi: December issue features a year-end 
roundup of many of the guitars, amps, pickups, 
tuners, and other gear covered during 2016 in 
the pages of Acoustic Guitar, as well as a few 
things AG couldn’t squeeze in along the way. For 
acoustic guitarists, there were instruments at 
every price point, for every player, and every style 
and every situation—beginners, enthusiasts, 
pros, collectors, we’ve got you covered. One of 
the trends this year was the thriving market in 
what AG calls “budget beauties,” guitars under 
$600. According to music-trade sources, the 
average cost of an acoustic guitar is $480. Many 
of those are designed in the United States and 
manufactured in China, South Korea, Indonesia, 
and other Pacific Rim nations. For some, the 
Made-in-China label is a deal breaker, but for the 
cost-conscious consumer, these instruments can 
provide playability, good woods, rigorous 
construction, and, in some cases, reliable elec- 
tronics (check out the $200 Bristols on p. 86). If 
you break free of your biases—after all, an all- 
solid wood US-made acoustic for under $1,000 is 
a rarity (Td like to hear about it)—then these 
budget beauties are well worth an audition at 
your local music store. 

In other gear news, longtime contributor 
and master luthier Dana Bourgeois has hung up 
his pen (okay, his keyboard). After three years 
as AG’s resident Guitar Guru, Dana has decided 
to focus more of his attention on his shop in 
Lewiston, Maine. I want to extend a heartfelt 
thanks for his insightful work. He will continue 


Distributed to the music trade by American International Distribution Corporation (AIDC), 800-765-8737, 


orders@aidcvt.com 


Got a question or comment for Acoustic Guitar's editors? Send e-mail to editors.ag@stringletter.com 


to contribute on occasion. On that note, I’m 
proud to introduce Mamie Minch, who will 
helm the new monthly Ask the Expert depart- 
ment. Mamie, the former head of the repair 
shop at Retrofret in New York City, is an experi- 
enced blues guitarist and the co-owner of 
Brooklyn Lutherie. You can read her first 
column on p. 80. I hope that you'll take advan- 
tage of the opportunity to send Mamie your 
questions about guitars and other gear. 

Elsewhere, you'll find Adam Levy's cover story 
on playing in the style of ten Bob Dylan songs. 
2016 marks the 50" anniversary of a turning 
point in which Dylan, after recovering from a 
motorcycle accident in Woodstock, New York, set 
his sights on Americana, writing and recording 
dozens of acoustic-oriented songs that eventually 
would become The Basement Tapes before record- 
ing the folksy John Wesley Harding, the first in a 
string of mostly acoustic albums recorded during 
a fertile six-year period. 

You'll also find a feature on Martin Carthy's 
fingerstyle wizardry as well as his arrangement of 
the British traditional ballad “Scarborough Fair"; 
an interview with folk-rock band Dawes head 
honcho Taylor Goldsmith; a profile of artist and 
guitar collector William Matthews, who contrib- 
uted the Western art to Martin's new LE Cowboy 
guitar; an interview with San Francisco Bay Area 
guitarist Gretchen Menn of the Led Zeppelin 
tribute band Zepperella; lessons; gear reviews; 
news; CD reviews; and more. 

Play on. 

—Greg Cahill 
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TI TONEMATCH® 11° COMPACT 1° MODEL IS LI? MODEL II 


digital multichannel SYSTEM SYSTEM SYSTEM 

mixer. Most portable. Versatile performer. Most advanced. 
For audiences For audiences For audiences 
up to 100. up to 300. up to 500. 


Everyone who comes to see you perform your music deserves to hear it 
the way you intended. Soulful, honest and real. That's the driving force 
behind Bose? LI portable line array systems. They're engineered with 
an innovative line array design and proprietary technology to create 
180 degrees of horizontal coverage. So your music reaches the whole 
audience clearly and evenly. The Bose TI ToneMatch® digital multi- 
channel mixer goes even further. It keeps your sound true with more 
than 100 customized presets for a variety of popular microphones and 
instruments. Plus, an LI system sets up and breaks down in minutes, 
and you can fit it all in the back of a car. 


Bose.com/Llsystems 
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"Luse the PZ-DI for 
guitar or banjo and it's 
very friendly to those 
instruments... the PZ-DI 
is just clean and fat and 
the sound guys love it." 
~Tim O’Brien 


“The Radial JDI Duplex 
тм js built likea tank 
and sounds absolutely 
fantastic. | love it." 

~ Jason Mowery 


"I finally found the DI 
that | was looking for! 
The Radial PZ-DI is the 
perfect complement 
to my bass.Thank you 
Radial for making such 
fantastic products." 

~ Carlitos Del Puerto 


"| can't believe what | 
was missing! With the 
Radial JDI Duplex my 
guitar has more clarity, 


4 - punch, and thickness! I" 
4 
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^ Stephen Mougin 


кш “have to tell you 
| that Iam in love with 


the Firefly. My tech, 
Sammy Bones, says it 
is the best my bass 


М has ever sounded. 


Thank you Radial! 
^ Aden Bubeck 


"The Firefly gives me a 
choice of warm tones 
that help the whole 


* recording process. Love 


theadjustable gain for 


low level guitars without ( 


the noise. Thanks Radial 
for another piece of 
great gear!" 


7*5 ~ Jerry Douglas 


"The Radial PZ-PRE is 


‚ the most natural 


sounding Acoustic 


; preamp we have ever 


used, not to mention its 
road-tested durability. 
Thanks Radial." 

~ Zak Brown 


"Lrely on my Radial 
PZ-Pre and J-48 for all 


live performances. 
They maintain the 


natural acoustic sound (& 


of my guitars and the 
PZ-Pre gives me plenty 
of EQ when | need it." 
~ Guthrie Trapp 


PowerTools... 
for acoustic players! 


NEW - JDV" Mk5 super DI: 
The new JDV МК5 lets you combine any 

type of pickup or mic to deliver spectacular 
dynamics with the most natural tone ever! 
Two customizable inputs with built-in 
Radial Phazer™ and 48V phantom. 


PZ-Pre™ acoustic preamp: 

The most powerful acoustic 
preamplifier ever to be put inside a 
pedal! Two channels with on-board 
EQ, DI box and effects loop for total 
control over your signal path. 


RMAL 
Py REVERSE 
40 


Firefly" tube DI: 
Combines Radial's 
incredible class-A 
front end with the 
warmth and character 
of a 12AX7 tube for 
tone, tone, tone. 
Featuring remotely 
switchable dual inputs 
for smooth efficient 


PIEZO OPTINIZED e 
pes on-stage control. 


JDI" Duplex passive stereo DI: Dual Jensen" 
transformers deliver two channels of'vintage' 
warmth to round out your tone. Particularly 
suited for highly dynamic instruments like 
digital piano, organ, synths and active bass. 


PZ-DI" variable load DI: Lets you optimize 
pickup loading to extend frequency response and 
warm up tone. Makes piezos sound as good as mics! 
48V phantom powered for easy setup on any stage. 


9 Ж) 
Locur HM 
LOAD: 1MEG CLASSIC -10M PIEZO 220К MAGNETIC 


Whether you play upright bass, acoustic 
guitar, banjo, dobro, mandolin or violin, 
Radial has a solution to deliver your 
voice to the audience with more 
headroom, less distortion and 
greater fidelity than any other brand. 


Radial Dl's... true to the music. 


www.radialeng.com 
1588 Kebet Way, Port Coquitlam ВС V3C 5М5 tel:604-942-1001 
Jensen Transformers is a trademark of Radial Engineering Ltd. 


...powertools for power players” 


Radial 
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Rory Block The MIM's new 
honored by Blues exhibit highlights 
Hall of Fame 


inlay masterpieces 
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Sara Watkins 
adds guitar to her 
repertoire 


Classical Rocker 


BY ANNA PULLEY 


ou might know Gretchen Menn as the lead 
Y. in the all-female Led Zeppelin 
tribute band Zepparella, (or even earlier, when 
she played in AC/DShe), but she's equally 
talented with a classical or other acoustic 
guitar in hand. While in the midst of putting 
the finishing touches on her new solo album, 
her first since 2011’s Hale Souls, Menn chatted 
with AG about her classically focused educa- 
tion, the importance of music theory, and her 
tips on being a better guitar player. 


You've dabbled in a lot of musical styles— 
country guitar and then flamenco, jazz, 
Gypsy, Jimmy Page, and so on. How has 
exploring all of those genres helped you 
develop your own style? 

Ilove so many styles of music, and often find 
myself pulled in various directions with my 
interests. I see music as a language, and 
while it can take a lifetime to become truly 
fluent in one dialect, learning any aspect of 
other dialects or genres contributes toward 


å 
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greater fluency in general. Our tastes are 
reflective of who we are, and evidently the 
vocabulary I’m supposed to be amassing 
comes from a variety of sources. 


Your degree was in classical music, right? 
How has that background helped you as a 
composer and arranger, and as someone 
who loves rock ’n’ roll? 

My degree was a more general music degree, 
but classically focused. Having a fundamental 
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familiarity with the nuts and bolts of music 
has helped me to not be intimidated by 
different languages of music. Having an 
understanding of different languages makes 
you realize it's just the vocabulary that's 
different. So if anything, Га say it gave me a 
certain amount of confidence and curiosity. 


Your dad, Don Menn, was the editor of 
Guitar Player magazine. Do you feel like he 
influenced your career or aspirations? 

It's hard for a lot of people to believe it 
because it seems like such an obvious connec- 
tion but I, like most kids, reduced my dad's 
job to a one word description: writer. My 
parents were into exposing me to all sorts of 
art, but never shoving me in any particular 
direction. By the time I got into music, it was 
around the time that [my dad] left Guitar 
Player magazine. I wasn't any sort of prodigy 
or anything like that. I got into music when I 
was 15 or so, the way most people do. Around 
that time, my dad was like, “Hey you like Led 
Zeppelin. Check out Jeff Beck." Or "You like 
Eric Johnson. Have you heard of Steve 
Morse?" When I expressed interest, he pointed 
me in that direction. 
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Were there lots of guitars lying around your 
house growing up? 

Yeah, [my dad] had one steel-string guitar, 
not sure the brand, that I think he still has. 
Then there was a hilarious ESP that looked 
like a Stratocaster, but it was pink and purple 
and sparkly with gold hardware—definitely a 
unique-looking guitar. 


What was the first guitar you owned? 

My main baby, my first guitar that was always 
home to me, was a Music Man Silhouette, the 
one I played on the second half of my “Minor 
Swing" video [the Gypsy jazz tune by Django 
Reinhardt and Stéphane Grappelli, which AG 
highlighted in May]. I fell in love with Music 
Man guitars immediately. 


Do you have preferences in the kinds of 
acoustic guitars you use/perform with? 

In the “Minor Swing" video, that's a custom 
Stephen Strahm Eros acoustic guitar [with a 
large lower bout], and it's a steel-string guitar, 
but the strings I was using were specifically for 
Gypsy jazz, so they had a nylon core. It gave 
the guitar a little more of a nylon sound. I love 
that guitar so much. It's my newest baby. 


What's your best piece of advice for learning 
how to be a better guitar player? 

I have two pieces of advice—one is philo- 
sophical, one a little more technical. The first 
is to do whatever you can do to protect your 
love of the instrument and to protect your 
love of music. If that means a teacher is not 
working out for you, switch teachers. If it 
means you don't like playing your guitar, get 
a guitar you like playing. If you keep your 
love intact, you will progress, and progress in 
the way you're supposed to, so protect your 
love for it at every cost. 

On a more pragmatic level, I would say 
people will do all sorts of contortions to not 
have to learn any music theory. People are 
intimidated by it—they think it's going to be 
difficult, but the amount of difficulty you set 
yourself up with by not just learning the most 
basic language of music is so much more effort 
than just sitting down and learning a func- 
tional understanding of where the notes are 
on your guitar. There's a slight learning curve, 
but basic theory actually does make sense. It 
doesn't involve trigonometry. And it will set 
you up for a much greater confidence in all 
other aspects of your playing. AG 


m crazy about these strings!” 
“They sparkle! and they last Ax longer t an regular strings" 


-Melissa Etheridge 


“It’s what's inside that counts" 
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UP TO 4X 
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Gibson Acoustic 
J-185 Limited Edition 


‘Sweetwater.com/guitargaller " . Music Instruments & Pr Audio 
FREE PRO ADVICE FREE 2-YEAR WARRANTY" FAST, FREE SHIPPING 
We're here to help! Call today! Total Confidence Coverage™ Warranty On most orders, with no minimum purchase! 
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2 NEW VINTAC 
ARTWOOD VINTAGE THERMO AGED” 


Everyone appreciates the sound and appearance of a beautifully aged, vintage 
instrument— and now that rare tone and aesthetic are accessible to more than 
a privileged few. By putting select tone woods through an accelerated aging 
process called torrefaction, Ibanez has harnessed time to reawaken the rich, 


smooth tones that have inspired players for decades. 


ibanezacoustic.com 


Lady Strums the Blues 


BY ANNA PULLEY 


enowned blues and roots guitarist Rory 

Block was inducted into the New York 
Blues Hall of Fame in July—adding to her list 
of accomplishments that includes 25 albums, 
34 years of touring, a memoir, multiple Blues 
Music Awards, and even her own signature 
OM-40 Martin. As to her most recent acco- 
lade, Block says, she's *deeply grateful" to be 
inducted. “Even though we know that we do 
what we do for the love of it, and that success 
is not really determined by outward things, 


it's certainly a great feeling to think that 
what one does is valued." 

Block's husband, sound engineer Robert 
Davis, was also inducted at the ceremony, 
though his Outstanding Engineering Award was 
a surprise to both of them. ^We had no idea he 
had been nominated," says Block, who was 
asked to bring Davis onstage with her for the 
ceremony. "That made it doubly special." 

After picking up her first guitar at age ten, 
Block started learning, playing, and honing her 
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blues chops as a teenager hanging out in her 
dad's sandal shop in Greenwich Village in New 
York City during the folk boom of the '60s. It 
was around this time that she met and learned 
from such Delta and gospel blues masters as the 
Reverend Gary Davis, Son House, Skip 
James, and Mississippi John Hurt. 


‘I put my entire self into 
whatever І loved- in this 
case blues and roots 
music-in a deeply 
personal way? 

RORY BLOCK 


“No one ever told me to practice, I just lived 
and breathed the guitar,” Block says. “I did 
most of my learning at this time and I have 
never equaled the intensity and focus of that 
period at any other time in my life.” 

The real indication of success, Block says, 
has always been the personal joy she has 
received and the joy she’s given others. 
“I want it to be all about doing something 
good for the world," she says, *encouraging 
others, and shining a bright light on the origi- 
nal masters who created this earth-shaking 
music that we love, and who laid the founda- 
tion for today's music." 

Block's intense drive, the discernible sting 
of her slide playing and fingerpicking, and her 
deep commitment to the genre have also con- 
tributed to her success. 

“I grew up as a person who thought nothing 
good would ever happen to me. ... [I]t 
seemed I was always out of step, and 
I certainly never expected anyone to care about 
what I did,” she says. “At the same time, I put 
my entire self into whatever I loved—in this 
case blues and roots music—in a deeply per- 
sonal way. I think that made it all the sweeter 
when good things started to happen." 

When not on the road—she's now on her 
fourth tour bus, which has over 330,000 
miles on it— Block has been busy writing 
new, original songs and completing her sixth 
and final album for her Mentor Series, 
recording tributes to country-blues masters 
whom Block met as a teenager. The most 
recent in the series is dedicated to Bukka 
White, titled Keepin' Outa Trouble (Stony 
Plain Records). Previous releases have 
honored Son House, Fred McDowell, Davis, 
Hurt, and James. 

Though Block says she has recently needed 
“a little breather” from traveling, at 67, she 
shows few other signs of slowing down. “The 
sky is the limit." she says. AG 
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CHRISTMAS ON THE LAM AND OTHER SONGS FROM THE SEASON 


No holiday clichés here - Twelve offbeat tales of the winter and the season from 
Red House veterans and newcomers! 


The Wailin' Jennys 
Dale Watson & His Lonestars We at Red House Records, based in the nation's 
Larry Campbell & Teresa Williams icebox of Minnesota, have a lot of experience with 
zu еа below-zero temperatures and dark, snowy nights. 
Oddly enough, we've never put out a record to 


Robin & Linda Willi : : 
12 езж mark the holiday season. Until now. 


= John Gorka 
Chrisrmos on the Low Chediel A request for songs brought out the best from Red 


and Other Songs Heather Masse House veterans and newcomers alike... from Rock 
The Pines "N Roll Hall of Famer Jorma Kaukonen to Red Hot 
Suzzy Roche Mama Davina & The Vagabonds... from the First 
Couple of Americana, Larry Campbell & Teresa 
Williams, to raw acoustic bluesman Charlie Parr... 
from covers of Elvis and Gordon Lightfoot to a 
modern-day spiritual from The Wailin’ Jennys. 


From the Season 


шоә:5рлодәләвпоцрә'Л\л\л\ 


Like the season itself, it's an eclectic mix of lust, 
lament, and gratitude. Even Santa gets him some 
lovin' (courtesy Bill Kirchen & Austin de Lone). 
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DAVID BROMBERG BAND 


ACCUSED OF ‘LOW DOWN, DIRTY COUNTRY BLUES,’ DEFENDANT PROMISES: 
“The Blues, The Whole Blues and Nothing But the Blues” 
WA m 


) Theodore Bikel 
While Гт Here 


* BEFORE BEG 
e released 1: now wm. 


David Bromberg Band John Gorka Theodore Bikel 
The Blues, The Whole Blues and Nothing Before Beginning, The Unreleased While I’m Here 
But the Blues I Know - Nashville 1985 


Martin's ‘Night Dive’ 
OM Guitar 


Guitar geekery meets Game of Thrones at the 
Musical Instrument Museum (MIM)’s new 
exhibit Dragons and Vines: Inlaid Guitar Master- 
pieces. The collection, running through 
September 4, 2017, features guitars, banjos, and 
one ukulele with inlay design created by some 
of the greatest contemporary North American 
inlay artists and luthiers. Highlights include a 
Martin D-50 Koa Deluxe (2003), which 
features Martin’s traditional “Tree of Life” design 
with vine patterns cut from dark-heart abalone 


COURTESY OF PEARLWORKS 


shell and outlined in mother-of-pearl; and 
Martin's *Night Dive" OM Guitar (2004) with 
its fretboard depicting divers collecting abalone 
shells, rendered as if seen through rippling 
water. The never-before-seen exhibition—exclu- 
sive to the MIM—is presented in partnership 
with the Maryland-based inlay company Pearl 
Works, with the majority of the pieces coming 
from the private collection of the company's 
founder Larry Sifel (1948-2006). Based in 
Phoenix, Arizona, the MIM's permanent collec- 
tion boasts 16,000 musical instruments and 
associated objects and includes ethnic, folk, and 
tribal instruments from around the world. 
—Whitney Phaneuf 


The New York City Ballet selected classical 
guitarist, professor, and author Thomas Kikta to 
score and perform New Walker, which premiered 
at Lincoln Center on September 20 and will 
return as part of the 2016-2017 season. Choreo- 
graphed by Peter Walker with costumes by 
fashion designer Jason Wu, New Walker features 
ten dancers and takes the listener through a 
journey of guitar from classical to contemporary 
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with alternate tunings. Kitka—accompanied by 
piano, trumpet, and drums—will perform with a 
Line 6 Variax guitar and Helix guitar processor 
to achieve a variety of sounds and tunings. New 
Walker is Kikta's third ballet with Walker, having 
composed work for the New York Choreographic 
Institute in 2011 and Inverno for the School of 
American Ballet in 2015. Kikta's daughter, Emily 
Kitka, is a corp de ballet member of New York 
City Ballet and will be one of the featured dancers 
in the production. New Walker returns May 6-7, 
2017. For tickets, visit nycballet.com. —WP 


Thomas Kikta 
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info@shubb.com e www.shubb.com 
707-843-4068 
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5 MINUTES WITH... 


Fiddling with the Guitar 


Sara Watkins debuts a new instrument on her latest album 


BY MARK KEMP 


s a member of Nickel Creek, Mutual 

Admiration Society, the Watkins Family 
Hour, and numerous other projects, Sara 
Watkins has been well-known as a fiddle 
prodigy since she was eight years old. She's 
now 35, and on her latest solo album, Young in 
All the Wrong Ways (New West), she plays the 
guitar for the first time on a recording—on two 
songs, “Invisible” and “Without a Word,” and 
ukulele on another, “Love That Got Away.” 
Though Watkins calls herself a “bad” guitar 
player in this five-minute chat, don’t believe 
her. Not everybody has a brother named Sean 
Watkins to compare herself to. 


How much of an influence has Sean had on 
your own guitar playing? 

He’s a really good teacher, but I don’t want to say 
I've learned a lot from him, because I’m such a 
bad guitar player and I still have so much to 
learn. Sean is an incredible resource to have 
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around when it comes to specific questions 
I have. The main thing that I’ve gotten from him 
is this huge appreciation for the role of rhythm, 
because that’s one thing that I think he does best. 


He’s also no slouch as a soloist. 

Oh, yeah, he’s an incredible soloist—that thing of 
holding the pick with the index and thumb, and 
fingerpicking with your other fingers. 


Hybrid picking? 

Yeah, he’s so beautiful at transitioning from 
soloing to rhythm playing, and just accompa- 
nying vocalists. He’s really fantastic at all that. 


Why did you choose to play guitar only now 
and on this particular album? 

This album comes from a very personal place, 
largely because it’s all original material [her 
previous solo albums have included several 
covers], so all of the songs came from me playing 


guitar. But I only play guitar on two of the songs 
and ukulele on another one. I’m mostly just 
playing rhythm stuff, and it’s quite subtle what 
I'm doing. Gabe Witcher, the producer, suggested 
it. I was most comfortable singing these partic- 
ular songs when I was playing guitar, because 
that's just kind of how they came about, and it 
changes the pacing of the lyrics. It affects every- 
thing. And when we were tracking these songs, 
I just sang them and played the guitar and it 
seemed to work best that way. 


What does the guitar bring to you that you 
can't do on the fiddle in terms of writing 

or performing? 

Well, the fiddle is a linear instrument. I mean, 
it's possible to do chords on fiddle by strum- 
ming it and doing double stops and things, and 
sometimes I write that way. Every instrument 
brings different things—even from one guitar 
to another guitar you'll write differently, 


JOEY LUSTERMAN 


SARA WATKINS 


because each individual instrument, even 
within its own species, is going to bring 
different things to the table. For example, 
I started writing this album on an old Wash- 
burn that I have, which is best when played 
with not a lot of capoing and things, because 
it's quite warped. The higher you go up the 
neck, the wonkier it gets. And that brings a 
whole thing to it. But I wrote most of the 


ANY OPEN TUNING WITHOUT RE-TUNING YOUR GUITAR 


HOLIDAY SPECIAL 
20% OFF!! 


USE CODE 037037 (9 


*This album comes from a 
very personal place, largely 
because it's all original 
material, so all of the songs 
came from me playing guitar? 


songs on a little parlor-sized Bourgeois that 
fits me really well. I love that little guitar. 
Dana Bourgeois saw me playing a small guitar 
that was always going out of tune onstage and 
he said, ‘You know what? I got this parlor-size 
guitar coming out...’ and I got my hands оп 
it and I really love it. And now I've been 
playing that guitar on tour, as well as this little 
Gibson 140, and it's been really fun. 


You've been playing so much guitar these 
days—does that mean you're getting tired of 
playing the fiddle? 

Oh, no, no, no—not at all. Although my 
fiddle playing is suffering. [laughs] I'm not 
getting tired of it at all. It's always chal- 
lenging. But I’ve really enjoyed being more 
self-sufficient. Being able to go out and not 
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have to bring a guitar player with me to get 
these songs across. Getting to be able to just 
show up and do things by myself. I’m still 
learning, but it's been really, really fun. 


| heard you do one of the new songs, ‘Move 
Me; on A Prairie Home Companion, and it 
was a phenomenal, soulful performance. It 
was just so good, you on guitar and vocals— 
and those backup singers! 

Oh, that was the Steele Sisters—they were the 
other guests on the show, and they're just 
incredible. I didn't think they were going to 
get to do that. I had asked them, but we ran 
out of time to rehearse it. And then, on the 
day of the broadcast, we were running 
through the song one more time and they 
were sitting at the side of the stage, and they 
came up after we did it and said, ^We were 
singing along at the side of the stage, can we 
please sing that with you?' And it was so fun, 
because they are the real deal. And the band 
killed it. That was the first time I played these 
songs with a full band, and having the Steele 
Sisters on it was really special. AG 
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is nearly invisible in any 
soundhole. Its luminous display is visible only to you, the 
player, without distracting from the look of your instrument 
or the strength of your performance. 
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BY MARK KEMP 


he moment Taylor Goldsmith finished 
T writing the song “We’re All Gonna 

Die,” he realized the next Dawes 
album would be a strange new journey for the 
Los Angeles folk-rock band. 

The inspiration came when Dawes returned 
from recording its 2015 album All Your Favorite 
Bands (Hub Records). “I knew immediately that 
this was going to be a different batch of tunes, 
because that's just kind of a bizarre song,” 
Goldsmith says. He's perched on a stool in the 
Acoustic Guitar studio, wearing a floppy hippie 
hat and designer jacket over a collar shirt. The 
band has just performed stripped-down ver- 
sions of three songs from the new album, We're 
All Gonna Die (Hub Records), including that 
bizarre title track. The session consisted of 
Goldsmith singing and playing his Martin guitar 
with no other instrumentation, and along with 


CSN-like vocal harmonies supplied by his 
brother, drummer Griffin Goldsmith, and new 
keyboardist Lee Pardini. (You can watch the 
session at acousticguitar.com.) 

Goldsmith is right. The song's pretty weird. 
In it, he appeals to his fans for help in figuring 
out the secret to continued inspiration in a 
predictable existence that ultimately ends in 
death. Dark? Yes, but the song is not without 
humor. “Hey, kid at the show tonight—the face 
beyond the barricade,” Goldsmith sings. “How 
you dance and you sing to every single line 
like it was you up on that stage. . .” He deliv- 
ers the lines in a fragile falsetto that would 
make Al Green weep, and in a purely acoustic 
setting it comes off as intimately honest. He 
continues singing: “I’m asking you for help. 
How do I fall in love with anything like you 
seem to do so well?” 
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Griffin Goldsmith, left, Taylor Goldsmith, and Lee Pardini 


DAMN THE TORPEDOES! 


On the album version, it’s pure soulful 
R&B, although the band layers the song in 
spare instrumentation—simple percussion, 
subtle swells of strings, keyboards, what 
sounds like a vibrato guitar but could be elec- 
tronics, and what sounds like a crawling, Jack- 
Casady-like Jefferson Airplane bass line, but 
could be God only knows what. The mystery of 
the instrumentation gives the song an even 
more haunting quality, and that was part of 
the plan when Goldsmith and his longtime 
friend and producer Blake Mills got together 
to discuss the composition of songs and pro- 
duction of the album. 

Remember that question Goldsmith asks 
the kid in the title song: How do I fall in love 
with anything like you seem to do so well? It's 
a real question. Goldsmith longs for the sim- 
plicity of being a music fan among other music 
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DAWES 


fans again—not knowing much about the men 
and women behind the curtain, not thinking 
about particular instruments or techniques— 
and he expresses that longing beautifully 
throughout the album. 

"There are certain songs where you'll hear a 
line and you can't tell if it's a guitar or a key- 
board, and I really like that,” Goldsmith says. “I 
like having people ask me about a certain song: 
"What's the voicing of that guitar line,’ and me 
saying, 'It's not a guitar line.' That's really a 
thrill—to create these sounds where people are 
just lost to what it is. Because I feel like once 
you do know what it is, you kind of group that 
in with associations you have about, say, a 
clavinet or a guitar. To be able to escape that, it 
brings us all back to that initial place where we 
just heard music as music." 


o Goldsmith and Mills, Malibu High 
T School friends who formed the band as 

Simon Dawes in 2006, that initial 
place was the vintage sounds of Laurel Canyon, 
the mythic music haven just a few miles from 
where they grew up in Los Angeles. When Mills 
left the band to work as a studio musician and 
producer for artists such as the Avett Brothers 
and Alabama Shakes, Goldsmith and his 
brother continued the band, shortening the 
name to just Dawes (Taylor Goldsmith's middle 
name), and honing its sound. 

From the opening acoustic guitar of “That 
Western Skyline," the first song on Dawes' 
2009 debut album North Hills (ATO/ATO Red), 
it was clear the listener was entering the Los 
Angeles of 1970. Graham Nash and Joni 
Mitchell lived in Laurel Canyon, in their “very, 
very, very nice house with two cats in the 
yard." Jackson Browne was hanging out with 
Stephen Stills and David Crosby down at the 
Canyon Store. Neil Young was recording 
purely acoustic songs, like “Tell Me Why" and 
“Cripple Creek Ferry.” Photographer Henry 
Diltz was somewhere taking pictures of all 
these back-to-nature hippies who were about 
to change the world of popular music with 
breezy acoustic guitars, poetic lyrics, and 
magical vocal harmonies. 

Somewhere in that mix was Dawes—except, 
of course, they hadn’t been born yet. 

“For us, traditional folk, rock ’n’ roll is what 
we want to play,” Goldsmith told the UCLA 
paper Daily Bruin in 2011. “When someone 
says to us, ‘Oh, you should put in a drum 
machine or some cool, crazy synthesizers,’ I say 
to them, ‘Well, we didn’t grow up with that, 
that doesn’t resonate with us, we don’t know 
how to do that.’ I know how to play guitar solos 
and sing, so that’s what I ао... [It’s] cool that 
people compare us to older bands." 
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Five years later and ten years after he formed 
Simon Dawes, Goldsmith has changed his tune 
about the use of technology. From the new 
album's hard-hitting opening track, “One of Us," 
based squarely on a gritty, fuzzy synthesizer 
hook, We're All Gonna Die introduces a more 
muscular and electronic Dawes. It is their 
version of Neil Young's Trans. And like that 
underrated left-field gem, the songwriting at the 
core of We're All Gonna Die is as traditional as it 
was when Goldsmith and Mills first formed the 
band. In fact, it was their return to a trusting 
collaboration that inspired the new sonic ideas. 

"Blake produced it. He's been my best friend 
since we were 11 years old and we decided 
together to enter into new spaces musically,” 
Goldsmith says. ^We wanted to create sounds 
that we've never heard before, and hopefully 
that listeners have never heard before as well. 
There's always that wonderful feeling when you 
listen to a recording and you have to listen really 
close to figure out what sound it is you're hear- 
ing—I feel like that takes you back to a place 
before you knew what a guitar was or knew 
what a piano was—you just heard music." 


‘One thing that helped me 
was to not be afraid of 
my limitations, and when 
I heard something in my 
head, to really commit 

to learning it? 


Interpretation: They wanted to shake up 
the formula. When Goldsmith came in with a 
tune called “When the Tequila Runs Out,” it 
was a simple Mexican-flavored acoustic folk- 
rock song—the version you hear on the 
band's Acoustic Guitar Sessions performance. 
"But on the record it has a lot of different 
elements—there's fuzz bass, there's an MPC," 
Goldsmith says. “It wouldn't surprise me if 
someone heard hip-hop influence and all 
sorts of different things, even though it 
started from a very basic place." 

Using synthesizers and other elements of 
contemporary pop that Goldsmith has previ- 
ously eschewed might seem counterintuitive, 
but Dawes' evolution is no different from how 
his folk-rock heroes have operated over the 
decades. The Neil Young/Trans comparison 
may seem obvious, but Goldsmith also points to 
the unpredictability of later-period Bob Dylan, 
Joni Mitchell, and Leonard Cohen, all of whom 
began with simple acoustic accompaniment. 
"That's always been a thrill of mine as a music 
fan—you know, hearing those later Leonard 
Cohen records that sound so out there when 


you know that he wrote them on acoustic 
guitar. Same with those Dylan records where 
the interpretations become so bizarre—or Joni. 
It just gives you one more element to reckon 
with and figure out how you feel about it. Or 
something that just enhances the song." 

Goldsmith consciously wrote the simplest 
song structures so that he, Mills, and the 
band could play with them in the studio. *On 
other records I've wanted to explore more 
with certain chordal colors and theory and 
kind of stretch those muscles for the band,” 
he says, “but for this I wanted to keep the 
songs stronger in a more basic way, and let 
the performances be what brings out the 
musicality rather than the composition or the 
chordal structures." 

Goldsmith sees himself more as a musician 
who plays the guitar than he does a guitarist, 
but he takes his playing seriously—and he 
constantly stretches himself. *One thing that 
helped me was to not be afraid of my limita- 
tions, and when I heard something in my 
head, to really commit to learning it,” he says. 
"Sometimes ГЇЇ be with a guitar player who'll 
be doing stuff that I can't wrap my head 
around. But there'll be times when I'll hear a 
riff in my head and ГЇЇ sit down with my guitar 
and I can't play it. And I feel like it would have 
been very easy for me to just say, ‘Well, I don't 
know how to do that,’ and then maybe forget 
about the idea and never write that song." 

For example, “Right on Time,” from All Your 
Favorite Bands, is based on a riff Goldsmith 
couldn't play initially. He picks up his guitar 
and demonstrates. ^I knew it would sound cool 
on the guitar but I couldn't figure out how to do 
it until I sat down and really kept trying." 
Another song, “From a Window Seat (Rivers 
and Freeways),” on the band's 2013 album 
Stories Don't End (Relativity), was based on a 
similarly difficult riff. “It had the bass staying 
on the downbeats and then the riff in between 
it,” he says, again demonstrating on guitar. “I 
couldn't do that at first—I couldn't disassociate 
the bass rhythm from the higher part. But by 
really trying and really practicing it every day I 
was able to get it down enough to where I 
could write a song on top of it." 

Learning, growing, and evolving were the 
hallmarks of the artists Goldsmith has looked 
to for inspiration, and Dawes has proved to be 
a flexible and durable band, even with several 
changes to its lineup over the years. Goldsmith 
puts down his guitar and smiles radiantly at a 
thought—it appears to be that inspiration he 
was searching for when he wrote the title 
tune. ^We actually brought in strings for the 
first time," he enthuses. ^We've never had 
strings on a record!” AG 
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BY ADAM LEVY 


irst and foremost, Bob Dylan is a word- 

smith. His lyrics are the reason people 

still buy his records—old and new— 
and continue to flock to his concerts. His way 
with language is why every generation of song- 
writers since the early 1960s has studied his 
work. Dylan's words are what kept his 2004 
memoir Chronicles on the New York Times best- 
seller list for 19 weeks. Yet, for all the accolades 
Dylan has earned as a writer, there is an aspect 
of his artistry that often gets overlooked: his 
great acoustic guitar playing. It's been there all 
along, for anyone who cared to notice. 

On the 50th anniversary of John Wesley 
Harding, an album that signaled the beginning 
of a seven-year period in which Dylan would 
record The Basement Tapes and release a half- 
dozen largely acoustic albums, AG decided to 
showcase his acoustic side. Of course, Dylan 
has expressed his acoustic side throughout his 
nearly seven-decade-long career. In this lesson 
feature, ГЇЇ take a close look at some of Dylan's 
deceptive chord moves, his fluency with stan- 
dard and non-standard tunings, and his knack 
for constant reinvention. The music examples 
are mostly drawn from his early work. He's 
made a lot of great music in the ensuing years, 
of course, but his relatively spare early record- 
ings are where the fundamentals of Dylan's 
style are most easily heard and appreciated. 


2017 is the anniversary of 
a fertile stretch of acoustic 
recordings by Bob Dylan. 
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In the early 1960s, at the beginning of his 
career, Dylan was an unabashed folkie. He 
wrote and sang of landmark news events such 
as the assassination of civil-rights activist 
Medgar Evers (“Only a Pawn in Their Game"), 
warmongering (“Masters of War”), and social 
justice (“A Hard Rain’s A-Gonna Fall”). While 
honing his own material, the young artist also 
took it upon himself to become a walking com- 
pendium of traditional American styles, 
absorbing song after song. On his eponymous 
1962 Columbia Records debut, featuring just 
his voice, harmonica, and solo acoustic guitar, 
Dylan showcases his ease with such forms—on 
the gospel song “In My Time of Dying,” for 
example, and Blind Lemon Jefferson’s blues 
“See That My Grave Is Kept Clean.” 

Columbia released Dylan’s second record, 
The Freewheelin’ Bob Dylan, just a year later. 
It was a huge leap forward, artistically, fea- 
turing a dozen original songs—including the 
instant classics ^Blowin' in the Wind” and 
‘Don’t Think Twice, It's All Right"—as well as 
the traditional *Corrina, Corrina" (featuring 
the ornamental second guitar of studio ace 
Bruce Langhorne). Freewheelin’ closely 
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followed the sonic template of its predeces- 


sor—vocal, harmonica, and mostly solo 
acoustic guitar (often strummed close to the 
bridge to give a percussive effect)—yet 
Dylan's guitar work is more confident and 
more varied than before. His continued devel- 
opment is evident on The Times They Are 
A-Changin', in 1964, with Dylan employing a 
wider variety of strumming patterns and 
some lovely fingerpicking on *One Too Many 
Mornings" (more on this song later). Another 
Side of Bob Dylan, also released in '64, finds 
Dylan once again in solo troubadour mode. 
Featuring ^My Back Pages" and "It Ain't Me 
Babe," the entire album, incredibly, was 
recorded in just one long, late-night session. 

In 1965, Dylan did something that many 
fans and critics never saw coming—he went 
electric, donning a Stratocaster at the 
Newport Folk Festival. Backed by electric gui- 
tarist Michael Bloomfield and other members 
of the Paul Butterfield Blues Band, Dylan's 
amped-up set caused an uproar. That same 
year, he released not one but two albums 
pulsing with rock-and-roll energy—Bringing 
It All Back Home, in March, then Highway 61 
Revisited five months later. The double-LP 


In 1961, Dylan debuted 
on the Greenwich Village 
coffeehouse scene with 
a satchel of acoustic folk 
and blues chops. 


Blonde on Blonde was released in May of ’66 
and features several of the songs that would 
later become Dylan’s calling cards, including 
“Visions of Johanna” and “Just Like a 
Woman.” He returned to Nashville and 
released John Wesley Harding at the end of 
1967. Though the album features a small 
backing band—bass, drums, and occasional 
pedal-steel guitar—the tone is spartan com- 


pared with the three energized releases that 
preceded it. 
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Part of Dylan's genius as 
a player and songwriter is 
that he can take simple 
musical ideas and rework 
them in seemingly 
endless combinations. 


HIGHER & HIGHER 
Dylan's acoustic guitar chimes clearly through- 
out each song on John Wesley Harding. He 
sometimes achieves this by using a capo to 
move his voicings farther up the fretboard than 
you might expect—presumably so his chords 
won't get lost in the mix. The higher-register 
guitar also frees up more latitude for his voice. 

“I Dreamed I Saw St. Augustine” is a good 
example of his use of a capo on John Wesley 
Harding. The song is in the key of F major. 
Dylan could've played it in E with his capo at 
the first fret, or in D with the capo at the third 
fret—but he plays the song in C with the capo 
at the fifth fret. (The recording also features a 
second acoustic-guitar track, much quieter in 
the mix, played in a lower position.) 

Ex. 1 is in the style of “I Dreamed I Saw St. 
Augustine." 

Similarly, the album's title track is in the key 
of F and played in C with a capo at the fifth 
fret. The track “As I Went Out One Morning" is 


in the key of Ff minor, played in D minor, with 
a capo at the fourth fret. An interesting aspect 
of the specific voicings in Ex. 1 is that two of 
them—F/C and D7/A—have the fifth in the 
bass instead of the root. (The note C is the fifth 
degree of the chord F; A is the fifth of D7.) 
Dylan has used this inverted harmony repeat- 
edly throughout his repertoire. 


NEVER THE SAME WAY 

Unlike many singer-songwriters, Dylan has 
never been precious about performing his songs 
live the same way he recorded them. “Desola- 
tion Row" is a classic example. On the original 
studio recording—from Highway 61 Revisited— 
he plays this epic three-chord song in drop-C 
tuning (C A D G B E), with a capo at the fourth 
fret, sounding in E. 

Ex. 2a is similar to the first four bars of each 
verse section of “Desolation Row." 

This particular tuning and capo setup gives 
Dylan a sonorous low-C bass note, even 
though he's four frets above open position. It 
also makes it easy to grab the harmonically 
ambiguous Cadd4 by adding his fourth finger, 
which he does consistently on this version of 
‘Desolation Row.” (It's worth noting that the 
Highway 61 Revisited recording of the song 
features Nashville session guitarist Charlie 
McCoy, who provides tasty acoustic-guitar fills 
from start to finish.) 
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Dylan played at Manchester Free Trade Hall 
in the UK during his 1966 world tour. A bootleg 
recording of the show has circulated ever since, 
with the venue misidentified as the “Royal 
Albert Hall." Dylan's acoustic and electric sets 
from that night were officially released in 1998 
as The Bootleg Series Vol. 4: Bob Dylan Live 
1966, The “Royal Albert Hall" Concert. His 
version of “Desolation Row" from that perfor- 
mance is markedly different from the one on 
Highway 61 Revisited. He plays the song at a 
slightly brighter tempo, in the key of D, in 
drop-D tuning. (Interestingly, he uses that 
drop-C tuning—with capo at the fifth fret—for 
a down-tempo rendition of “Just Like a 


EX. 1 (in the style of ‘I Dreamed | Saw St. Augustine’) 
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Woman," but not for *Desolation Row." Ex. 2b 
is inspired by Dylan’s “Desolation Row" verses 
as played at that show in '66. 

When Dylan performed “Desolation Row” 
during his 1994 appearance on MTV Unplugged 
(later released as a live album), he took a dif- 
ferent approach to the song altogether. Here, 
he’s in the key of D, in standard tuning. Backed 
by a five-piece band—including the tasteful 


If you take the time to 
really check out what 
Dylan’s playing behind 
his broadsides and 
ballads, you may be 
shocked by the nuances 
his hands are capable of. 


Bucky Baxter on Dobro—Dylan pares down his 
part to nothing more than palm-muted power 
chords, not unlike Ex. 2c. 


PET SOUNDS 
It’s not unusual to find Dylan using and 
reusing a limited array of his favorite har- 
monic elements within each album. These may 
include particular tunings, chord progressions, 
chord voicings, and such. That’s part of his 
genius as a player and songwriter—that he can 
take simple musical ideas and rework them in 
seemingly endless combinations. 

There are ten guitar songs on Another Side 
of Bob Dylan (an 11th track, “Black Crow 


Blues,” is played on piano.) Half of these ten 
are in the key of G, played in open position, 
using rudimentary chords. The album’s rollick- 
ing opening song—“All I Really Want to Do"— 
is in G with a capo at the second fret, again 
using common chords. Three of the remaining 
songs—“My Back Pages,” “I Don't Believe You,” 
and the ironically titled “Ballad in Plain D”— 
are played in C, using the capo for transposi- 
tion to nearby keys. “To Ramona” is also 
played in C, without capo. That's a lot of juice 
squeezed from just two humble pieces of fruit: 
the key of G and the key of C. 

The main thing that sets each of these 
songs apart from all other three-chord songs is 
their knockout lyrical punch. However, Dylan's 
guitar work is rarely as straightforward as it 
seems upon first listen. If you take the time to 
really check out what he's playing behind his 
broadsides and ballads, you may be shocked 
by the nuances his hands are capable of. 

Take, for example, the aforementioned songs 
in the key of C from Another Side. On all of 
these, the home-base C chord is nearly always 
played as C/G (Ex. 3). Placing the chord's fifth 


Ex. 2a (in the style of ‘Desolation Row’) 
Tuning: C A D С ВЕ, Capo IV 


Ex. 2b 


Tuning: DADGBE 
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DER 


ме Blowin’ in the wind = 


(G) in the bass, instead of the expected root (C), 
gives the chord an expansive quality. 

Dylan uses a similar sonority on “Blowin’ 
in the Wind,” from The Freewheelin’ Bob 
Dylan. Played in G, with the capo at seventh 
fret, the song sounds in the key of D (Ex. 4, 
in the style of “Blowin”). The chord in bars 
11-12 includes the open first string (E), 
giving the B minor-triad a little extra bite. 
Subtle? Yes. But without this stepwise bass 


motion, the song would sound like a million 
other I-IV-V-I songs. 

To hear that fifth-in-the-bass voicing in 
another context, check out Ex. 5, loosely 
based on Dylan's “I Am a Lonesome Hobo,” 
from John Wesley Harding. In this protracted 
blues (a 19-bar cycle in lieu of the standard 
12), Dylan propels the music forward by never 
letting the I chord (G) settle, toggling between 
G and C/G instead. The effect is kind of 


Stones-y—as if Mick Jagger and Keith Rich- 
ards had decided to be folkies for a day. 

On *It Ain't Me Babe"—from Another 
Side—Dylan uses that bottom-heavy chord 
form again. Check out Ex. 6, inspired by “It 
Ain't Me Babe." Bars 7-10 could be played as 
a static G chord; in this example, however, as 
in Dylan's original, there's a syncopated move 
to C/G (bar 7, beat 4). That C/G blurs the 
line between the I (G) and IV (C) chords. C/G 
reappears four bars before the end of this 
example. There are a few other unorthodox 
chord voicings worth looking at here. Right 
off the bat, in bars 1 and 2, the D chord is 
rendered by fretting a common C chord two 
frets higher than usual, which lets the open 
third string (G) rub against the fretted F# on 
the fourth string. The Bm chord in bar 11 
includes the open first string (E), giving the 
chord a little extra bite. As in the previous 
example, C/G reappears here four bars before 
the end. 

In 1993, nearly 30 years after the release 
of Another Side, Dylan released an equally 
powerful solo-acoustic record, World Gone 
Wrong. On the title track, the songwriter 
works his understated magic again. As he did 
in ^I Am a Lonesome Hobo,” Dylan builds 
“World Gone Wrong" on an expanded blues 
form. In this sort of atmosphere, only three 
simple chords are needed to get the job done, 
but that wouldn't be very Dylan. Look at Ex. 7, 
inspired by “World Gone Wrong." Notice the 
curious Cadd4 chord on the fourth beat of bars 
2, 4, and 6? It's similar to the chord you saw in 
Ex. 2a (bar 1, beat 3). This particular voicing 
also could be called C/F, as all three notes of 
the C triad (C, E, and G) are present above the 
bottommost F note. Regardless of the nomen- 
clature, this chord upends the harmony every 
time it comes around. 


Ex. 3 
Capo VII 


342010 d= 90 


Ex. 4 (in the style of ‘Blowin’ in the Wind’) 
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* Music sounds a perfect fifth higher than written. 
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E7/D, the second “mystery chord" in 
“World Gone Wrong," comes into play in bar 


4 With its ear-tugging tritone interval (G#-D), At his вунене өзне 


in Woodstock, New York, 


the chord sounds unresolved and misplaced. in 1967, Dylan turned back 
to his acoustic roots. 


As in Dylan’s original, the E7/D here seems to 
be justified when you get to the F chord 
in bar 5. 

One more harmonic oddity appears in 
bars 15 and 16. It's unusual to find any major 
seven chord in a blues song; in this case, it's 
an unexpected chord in an unexpected 
voicing, with the open second string (B) 
rubbing against the fretted C a half step away 
on the third string. 


ARE WE TUNING, BOB? 

As interested as Dylan is in the novel effects 
of unusual chord voicings, it's no surprise he 
uses alternate tunings from time to time. His 
early work features several songs in drop D 
(D A D G B E), including “A Hard Rain’s 
A-Gonna Fall" and “Mr. Tambourine Man.” He 
also favored double-drop D (D A D G B D), as 
you can hear in “Ballad of Hollis Brown,” and 
drop C (C A D G B E), in “It’s All Over Now, 
Baby Blue,” “Sad-Eyed Lady of the Lowlands,” 
‘Desolation Row,” and other songs. In addi- 
tion to those, Dylan has used a handful of 
open-chord tunings, among them open G 
(D GD GBD), used on “I Was Young When I 
Left Home,” and open D (D A D Ft AD) or 
open E (E B E G# B E), which he used 
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Ex. 5 lu the style of ‘I Am a Lonesome Hobo’) 
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As Dylan has shown time 
and again, it's not the broad 
strokes that make a song 
special. It’s the details. 


extensively on Blood on the Tracks. The final 
few examples in this lesson illustrate some of 
these tunings. 

Ex. 8 is styled after Dylan's take on the 
folk-blues tune “Corrina, Corrina,” from The 
Freewheelin’ Bob Dylan. It is played in open D 
(D A D FẸ A D) with a capo at the third fret, 
sounding in the key of E The chord voicings 
in bar 2 reprise two Dylan-centric moves that 
you've seen throughout this lesson—G/D is a 
triad with its fifth in the bass; Aadd4 is akin 
to the unsettled (add4) chords used earlier, in 
Ex. 2a and Ex. 7. Note that the guitar part is 
more active in bars 3 and 4—in between the 
vocal phrase—and less active while Dylan is 


singing. This helps the music feel conversa- 
tional, with the voice and guitar exchanging 
phrases back and forth as the song 
rolls along. 

On Blood on the Tracks, Dylan pushed this 
same tuning style (though in open E) far 
beyond the folk-blues idiom, playing each of 
the album's ten songs in the same tuning 
(sometimes transposed, via capo). “Simple 
Twist of Fate" is an example of how he devel- 
oped a chordal vocabulary rich enough to 
match his narrative prowess. In Ex. 9, you 
can trace some of his "Simple Twist of Fate" 
maneuvers. (This example is written in open 
D with a capo at the second fret, so that you 
don't have to tighten your strings up to open 
E.) What's so different from the previous 
example is that this time the I chord is not 
made by simply sounding the open strings; 
instead, it is played a few frets above open 
position, in two variations. “In bar 1, the D 
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chord's fifth (A) is doubled on the fretted 
third string and on the open second string. 
Note the slightly different harmony in bar 11, 
where the D chord's third (Е) is doubled 
instead of the fifth. This two-finger version of 


Ex. 6 (in the style of ‘It Ain't Me Babe’) 
d= 106 
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D makes it a little easier to get to the next 
two-finger chord shape, the colorful Dmaj9. 
Check out the two deceptively simple moves 
in bars 12 and 14. Lifting your finger off the 
second string in bar 12 changes G/B to 
Gadd9/B, while the same lift converts A9sus4 
to A7sus4 two bars later. 

Finally, Ex. 10 is reminiscent of *One Too 
Many Mornings," from The Times They Are 
A-Changin’. The open-A tuning (EA CH EA 
C#) is novel, one that Dylan rarely uses. You 
may be unfamiliar with it—most players 
are—but it's pretty intuitive once you get a 
few simple shapes under your fingers. Once 
again, the use of A/E (triad with fifth in the 


bass) has Dylan's fingerprints on it. The 
harmony in the last few bars (Bm11-A/ 
C#-Bm11) is also elusive. There's a slight 
similarity between the melody and structure 
of this song and that of the title track. Thanks 
to the alternate tuning in “One Too Many 
Mornings” (“The Times They Are A-Changin’” 
is in standard) and a burbling fingerpicking 
pattern (“The Times” is strummed), the two 
songs have an entirely different feel. 

As Dylan has shown time and again, it’s 
not the broad strokes that make a song 
special. It’s the details. Some details aren’t 
meant to be noticed, but they can shine like 
diamonds once you know where to look. AG 


Ex. 7 (in the style of World Gone Wrong’) 
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Ex. 8 (in the style of ‘Corrina Corrina’) 
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J=96 
" D Gyo Аааад/о Gy D Gæ D; G "О Em; D Daa Gps 
4 z he ге в = 
г # 1 Hi E = $ z 7 z = = = == = 1 
rorprorp rpr pe Тү Dr OT oF prs ў 
0 0 0 0 0 0 0 0 
0 1 3—1 0 1 1 
0 0 0——0 5 4 2 0 
0 2 4——2 2—2-0—0 07-2 
0—0—0—0-0—0-0—0- -0—0-0—0-0—0-0—0-—-0—0 5——5—-4—4-2—2-0—0 
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Ex. 9 (in the style of 'Simple Twist of Fate") 
Tuning: D A D ЕЗ A D, Capo II 
d- 74 Swing (/77. J) 
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Play. Listen...Be Inspired. 


There is nothing quite like playing a handcrafted guitar in a beautiful 
sounding room. It is an experience that encourages you to play 
longer, better, and more creatively. Yamaha TransAcoustic guitar 
recreates the experience of playing in that environment without the 
need of any external amplification or effects - just the guitar itself. 


It is the most inspiring, engaging acoustic guitar you will ever play. 
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SHARING PASSION & PERFORMANCE Learn more at 4wrd.it/YamahaTransAcoustic NEVER STANDING STILL 


Martin Carthy performs 
at the 2016 Blues & Ritmes 
festival in Badalona, Spain. 


THE ENGLISH WAY 


BY ANDY HUGHES 


n 1965, a struggling artist named Paul 
П Simon, shuffling around London in 

search of fame and fortune, heard a deli- 
cate guitar arrangement that caught his ear. 
Simon liked it so much that he copyrighted British 
guitarist Martin Carthy's distinct arrangement of 
the traditional folk song “Scarborough Fair,” 
reportedly without acknowledgement. On Simon 
and Garfunkel’s 1966 hit album Parsley, Sage, 
Rosemary, and Thyme, Carthy's arrangement 
became “Scarborough Fair/Canticle,” the opening 
track [you can find Carthy's arrangement on page 
72]. Carthy, a fingerstylist influenced by American 
folk-blues artist Elizabeth Cotten, argued that the 


song should be in the public domain. The dis- 
agreement started a rift that lasted nearly 35 
years, until 2000, when Simon and Carthy finally 
teamed up to perform the song as a duo at a 
London concert. 

Despite that inauspicious run-in with the 
music industry, Carthy, now 74, influenced 
many others over the years, including Bob 
Dylan and Richard Thompson; performed with 
the beloved British folk group the Watersons; 
and put in stints with Steeleye Span and 
fiddler Dave Swarbrick of Fairport Convention. 
More recently, Carthy has recorded a series of 
highly regarded albums with his daughter, the 


singer, songwriter, and guitarist Eliza Carthy. 
His last solo album (with Swarbrick) was 
2006's Straws in the Wind. 

Today, Carthy remains one of the most 
innovative fingerstylists around. 

On the 50" anniversary of Simon and Gar- 
funkel's hit version of Carthy's famous 
arrangement, and with the British folkie 
having played a string of Canadian music fes- 
tivals this summer, taught a Woodstock work- 
shop with Thompson, and worked on a new 
solo album, AG decided to catch up with 
Carthy to talk about fingerstyle guitar, his 
musical influences, and his career. 
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Do you regard guitar playing as a craft? 

Oh, yes, absolutely. Playing is a craft, and the 
guitar is a tool. I don't look on it as an altar, as 
some people do, which I find a bit weird, but 
that's just me. 


Many regard you as the quintessential British 
fingerstyle guitarist and acoustic musician, 
but your first influence as a musician was 
Elizabeth Cotten, a self-taught, African- 
American guitarist from North Carolina 

who died 30 years ago. 

Yes, she was known as Libba Cotten, and she 
played a right-handed acoustic upside down 
because she was left-handed. That came 
about because she wanted to play her broth- 
er's guitar, and he wouldn't let her because it 
would have meant changing all the strings 
around. So, when he was out, she would get 
his guitar and play it anyway, and she figured 
out this way of playing. 


How did you hear about her? 

One of the most famous songs she wrote is 
“Freight Train." She wrote it, and the Chas 
McDevitt Skiffle Group recorded it, and had a 
huge hit with it. Chas McDevitt, being Chas 
McDevitt, copyrighted the song, and was, in due 
course, hit with an expensive legal writ over the 
ownership of the song. So with the lawsuit 
against McDevitt, this old lady—and she would 
have been an old lady by then, I saw her play 
when she was in her 80s—she won a consider- 
able settlement over the copyright of her song. 


What was the appeal of her playing? 

It's just beautiful, really lyrical and sweet. The 
way Chas McDevitt played "Freight Train" was 
somewhat frantic, as Chas tended to be, but her 
version was far softer and quieter and more 
lyrical, with this beautiful guitar playing. A right- 
handed guitar player would not be able to play 
that way using a normal tuning. I have found 
out that you can play [the song] right-handed 
using my weird tuning, the one which has been 
ascribed to me, which is CGCDGA. There are 
occasions where Libba folds her thumb over the 
top string, because her guitar is upside down, so 
you can't do that with the guitar the right way 
up. Lots of guitarists delight in finding their own 
path through a particular musical obstacle, and 
then they love to make sure it is something that 
other guitar players can't do! 


When you started learning to play guitar, what 

made you go off in search of alternate tunings? 
I kept running into all sorts of problems with 
the accompaniment to songs that I wanted to 
perform. I used to sing the songs, and accom- 
pany myself with a butcher's job of an 
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accompaniment, or at least what felt like a 
butcher's job, and it just felt as though the 
tunings didn't make any sense. I could hear 
something in my head, the way I wanted the 
guitar to sound, and it was just a case of 
working out how to get the tuning to play it. 

I met this group called the Charles River 
Valley Boys, they were all from Harvard Uni- 
versity—the Charles River runs through 
Boston [Ed note: in 1966, the band released a 
popular album of Beatles bluegrass covers]. 
They played old-time music—they played 
some really unusual music, mountain music 
that they played with unusual tunings. They 
played a song where the guitarist would play 
a D11 chord capoed up to where it needed to 
be, and then play a skeleton of the melody 
line while people sang. The banjo would also 
be in a minor tuning. So that sound really 
intrigued me. They played a song called 
“Willy Moor,” and I wanted to have a go at 
that, so I sat up all night trying to find a 
tuning that would enable me to make it 


‘I sat up one night and 
re-jigged DADGAD- 
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sound like the version I had heard. And even- 
tually my patience paid off, because I did get 
a tuning that worked. This was my first expe- 
rience trying different tunings to get a sound 
I wanted, which had two notes a tone apart. 
The tuning was DGDGAD, and that worked 
for that song, but I couldn't get it to work for 
anything else! I was really happy though 
because that sound with the strings a tone 
apart was what I was looking for. 


Did you try DADGAD? 

A bit later on, Davey Graham came along and 
invented DADGAD, which was a piece of 
genius as everyone knows. But I got fed up 
with it because with DADGAD, you could only 
use it successfully if you played on the top 
four strings on the guitar, and I always liked 
to play on the middle four strings. I sat up 
one night and re-jigged DADGAD—I decided 
I was going to drop everything by a fourth, 
and that meant moving the strings one over, 
so the top string became the second string, 
and so on, like that. So I tuned into EADEA, 
and I put the top string to an E. Then being a 
true folkie, I put a dropped D on as well, and 


ended up with DADEAE. That was wonderful, 
because suddenly, by accident, and because I 
didn't know what I was doing, I found I could 
play in two keys, I could play in D and in A. I 
started out with the express intention of 
changing DADGAD, and I ended up with 
something that actually improved it. The first 
song I played was in D, but I capoed up to the 
fifth fret to do it. The second song was in G, 
and again I capoed up to the fifth fret to do 
that as well. 


You have said that in the '70s, you became 
obsessed with your guitar playing, to the 
detriment of the overall performance of the 
songs. Why do you think that happened? It 
was obviously not a conscious decision. 

It was a conscious decision really. I became 
obsessed with my singing style, and I also 
became keen to play more guitar as I per- 
formed, and it reached a point where I 
stopped listening to guitarists because I didn't 
want to sound like anyone else. I wanted to 
understand the music, so I started listening to 
fiddles and pipes and melodeons and whistles 
and things like that. It's interesting because a 
lot of my left-hand technique I have learned 
from watching and listening to fiddle players. 
They have certain techniques, especially for 
hammering on, and they have a way of really 
driving a song, and I love that. I think, at that 
time, I just walked myself up a blind alley. I 
remember the record I was making at the 
time, and I recorded a track, and everyone in 
the studio said it was great, it sounded won- 
derful, and I asked for it to be played back, 
and I thought they were just having a laugh 
at my expense. I thought it was appalling, 
just awful. What they were doing was accept- 
ing what I was giving them which was non- 
sense! [Laughs] 


What did you do to get out of that situation? 
I had to climb out of the pit to be honest. I 
started by concentrating really hard on my 
voice and on the singing because the words 
were lost, it was just some noise. It was 
embarrassing. I thought, it brings you up 
more than short, you start wondering what 
on earth you are doing! 


It's interesting that you still had the level 

of personal quality control. There are 
musicians who reach a level where no one 
tells them that they are not performing 

as they should, and they don't know 
themselves. 

I think probably more do than you think. I 
can only speak personally. What I did was go 
back to singing, very quietly, indeed, and 
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concentrating on the words, making sure that 
the words were clear. Even now, I get some 
people who say that I may be slipping back, 
and diction is really important with this type 
of material. I just had to find my way through 
it, and I think I did a pretty good job in the 
end. I became suspicious of people who 
talked about “style,” because there is no such 
thing. If you want to talk about the style of 
English folk music, you would have to take 
every single singer that everyone has ever 
heard of and stitch all those styles together 
into a patchwork quilt, and that would be 
what you would get. They support each other, 


and complement each other, but not always. 
Some singers are as plain as anything, and 
some are incredibly subtle. Some do little 
flourishes and decorations, and other shout 
their heads off. That what I think makes up 
an English way of singing. 


Is that a result of sitting down and playing 
your guitar and seeing what happens? 
Sometimes it is, and sometimes it is what 
people throw at you. I had a call from [origi- 
nal UK punk rocker] Tom Robinson who 
wanted me to work on an arrangement of a 
song he had, and I did it—he had asked for it 
in a certain tuning. I can fake things in stan- 
dard tuning, but I am not really comfortable 
there anymore. I make mistakes, I go to play a 
B-minor chord, and oops, that’s not a B minor, 
it’s a B minor in my tuning, but not here. I 
don’t use chords that often, and the ones I do 
use tend to stretch. Whenever I have students 
I always tell them, if you want to play chords, 
play standard tuning, it’s much better. You 
have almost endless choices of chord shapes 
for any one chord. 


Do you listen to other fingerstyle guitarists? 
There is one guitarist who really got through 
to me and really intrigued me with his 
playing, and that is Ry Cooder. He is just 
wonderful, so I would still listen to him. I 
loved his work as a slide player, wonderful, 
and a marvelous mandolin player as well, 
very unorthodox. 


Is there any one particular style or 
technique that leaps out at you as one that 
you would like to master before you stop 
playing? 

Well, I used to be a halfway decent plectrum 
guitarist, and I'd quite like to get that back, 
but plectrum guitar doesn't work well in my 
tuning. Га have to go back to standard tuning 
to get that sorted out. It's simply a matter of 
time, or rather lack of it. 


Are you still excited about the potential of 
the acoustic guitar? Are there still avenues 
for you to go down? 

Oh yes! Goodness me, yes! It never ends, you 
always find something. AG 
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Beautiful Humidity Controlled 
Display Cabinets 


Acoustic Remedy Cases 


Handcrafted in the USA by Amish 
craftsmen, each case is constructed from 
your choice of domestic/exotic hardwoods 
and is designed to keep guitars properly 
humidified and exquisitely displayed. 

Our cases are the perfect addition to 

your home, office, or studio. Available 

in floor standing, all mounted, and fully 
customizable models. 


American Music Furniture offers solid 
hardwood humidity controlled display 
cabinets for guitars, mandolins, ukulele's, 
fiddles and other stringed instruments. 
Artisan crafted to your specifications in 
our Pennsylvania workshop with the latest 
active humidity control technology. 
Features include LED lighting, locking 
doors, and tempered glass. 


(651) 341-9955 | acousticremedycases.com 
acousticremedycases@gmail.com 


(267) 272-2460 | americanmusicfurniture.com 


New Batson Acoustics Jimi Hendrix Guitar Strings 


The New Batson Acoustics are design-built to replicate 
the looks, sound, and feel of the more expensive 
handmade Batson custom acoustic guitars known among 
professional players for their exceptional voicing and 
versatility. Batson’s signature voice and design allow 
players to extract a wide array of sonic tones and 
textures from the guitars, ranging from finger-style 
folk and soft, sultry jazz licks to full-tilt bluegrass 
flat-picking and driving rhythms. Intro Price $1,699 


Like the unique sound of Jimi Hendrix, 

Black Diamond's precision wound, carefully 
tensioned strings set them apart from all the 
rest. The secret is in the core which is drawn 
carefully into the high carbon hexagonal 
shaped wire then wound with nickel-plated 
steel for electric and phosphor bronze and 
silver-plated for acoustic. These strings lend 
themselves to the aggressive playing style 
and inventive rhythm work by the revolutionary guitarist. 


batsonguitars.com 
Black Diamond Strings | (941) 371-0016 | blackdiamondstrings.com 


Faith Guitars Now In the US! New Goodtime Six 6 String Banjo 


Voted the UK’s Best Acoustic Guitar for the 
past 3 years, Faith guitars are now available 
in the states. This acclaimed UK based line 
of acoustic and acoustic/electric guitars, 
guided by famed luthier Patrick James Eggle, 


are all completely made of solid woods and 
handcrafted using traditional methods. 


Starting at only $649, the Goodtime Six is the real 
deal, now within reach of any guitarist looking to add 
an authentic banjo sound to their arsenal without 
breaking the bank. Learn more at deeringbanjos. 
com/goodtime-six 


Available in: 

Standard 11” $649 | Jumbo 12” $749 
2 Pickup options available 
Connolly Music | (800) 644-5268 
www.faithguitars.com + caith 
info@connollymusic.com 


Deering Banjo Company | (800) 845 7791 
deeringbanjos.com/goodtime-six | info@deeringbanjos.com 
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Performance 2 Capo 


The unique mechanism with easy squeeze-on, squeeze-off action 
enables you to apply just enough force to fret the strings, without 
bending out-of-tune. Available in silver, satin black and 18kt Gold 
Plate for steel string guitar and now for classical guitar too. 


Stay in Tune, Protect your Neck, 
Safeguard your Tone. 


G7th - The Capo Company 
hello@G7th.com | G7th.com 


Guitar Humidor 


Handcrafted, beautifully finished in 
walnut, maple or cherry; fully lined, 
lighted, and humidified. Wonderfully 
displays your instrument while 
protecting your guitar from damaging 
dry air. Hygrometer visible from outside 
lets you know your humidity at a glance. 
Keep your guitar within reach, protected, 
and visible. Floor standing or wall 
mounted. 


(847) 382-8656 | guitarhumidor.com 


The T-Shirt Club for Guitarists! 


Wear your passion for all things 
guitar with a subscription to 
GUITAR SHOP TEES. Each month 
subscribers receive a limited 
edition T-shirt from one of the 
world’s very best guitar shops 
along with special offers and 
amazing extras! Perfect for every 
guitar player, collector and fan! 
Only $22 per month. 


(516) 584-4283 | guitarshoptees.com | info@guitarshoptees.com 


Washburn Comfort Series WCG20SCE 


The WCG20SCE is a Grand Auditorium style acoustic/ 
electric guitar with a book matched solid Sitka spruce 
top supported by Quarter Sawn Scalloped Sitka 
Spruce bracing, rosewood back and sides, a cutaway 
and premium Fishman 301T electronics. The beveled 
mahogany binding on the lower bout provides forearm 
comfort. 


Washburn Guitars 
(800) 877-6863 | washburn.com 


Solo Slap Guitar 


This Master Class edition by guitarist, 
journalist and former director of the 
guitar program at Musician’s Institute, 
Jude Gold, will teach you how to create 
great riffs and licks by applying full- 
contact funk techniques to your favorite 
6-string. Includes access to online video 
lessons for every example. 


(800) 637-2852 | musicdispatch.com 


Jingle Bud, Jingle Bud. 


The Henriksen Bud is a 17 pound 120 

watt analog amplifier that measures only 
9"x9"x9" and has every feature needed 

for gigging: 2 separate preamp channels 
each with input gain control, phantom 
powered XLR/1/4" input jacks, 5 band EQ, 
independent reverb and FX loops. The Bud 
also has an XLR line out, headphone and 
extension speaker outputs. Optional gig 
bag available. 


A New Acoustic Playing Experience 


bb 

-» - The most exciting 
acoustic guitar 
accessory since 


the capo ,, 


z Mike Dawes 


tonewoodamp.com | facebook.com/tonewoodamp 
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The Ultimate Travel Guitar 


Finally a travel guitar that sounds great, feels wonderful and can be 
carried on-board! Our patented neck design allows the instrument to 
be packed in a custom 22"x14"x9" travel bag w/laptop compartment. 
24.5" scale, solid top & pick-up included. Available in Carbon Fiber or 
Wood in Acoustic, Classical or Bass. 


Journey Instruments 
journeyinstruments.com 
(512) 689-9007 
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Session DI: Studio Tools for the Stage 


Inspired by the LR Baggs Handcrafted 
Video Sessions and our experience in 
some of Nashville's great studios, the 
Session Acoustic DI brings our signature 
studio sound to your live rig. The Session 
DI enhances your acoustic pickup and 
imparts the rich sonic character that 
you'd expect from an experienced audio 
engineer using some of the world's finest 
studio gear. MSRP: $359.00 


(805) 929-3545 | Irbaggs.com | sales@Irbaggs.com 


Martin Junior Series 


The Dreadnought Junior body size 

is great for players of all levels who 
want a clear, powerful tone. The 

D Jr. is crafted from a Sitka spruce 
top and sapele back and sides. 

The D Jr. 2 Sapele is constructed of 
sapele for the top, back and sides. All 
models are available with or without 
Fishman® Sonitone electronics. 
#DreadNot 


martinguitar.com/junior 


Timber Tones Luxury Guitar Picks 


Timber Tones offers the world’s largest 
collection of natural material guitar 
picks. Using carefully selected materials 
and an eco-friendly approach, we help 
musicians fine-tune the tone of their 
instrument. Our superior components 
are sustainably sourced, often off-cuts or 
by-products of other industries. Timber 
Tones make a unique gift idea for the 
guitarist on your list! 


timber-tones.com | info@timber-tones.com 
North American Distributor: sfmmi.com 


String Swing CCO1K Guitar Keeper 


The CCOIK is the original String 
Swing guitar hanger with an updated 
cradle design. It features a hardwood 
block and pivoting cradle that 
accommodates many headstock 
styles. The deeply curved design 
prevents the guitar from being 
improperly placed in the hanger. 
Made in the USA and trusted by 
millions worldwide. 


(888) 455-6628 | stringswing.com 


Steve Kaufman's Acoustic Kamps 


Voted gold and number one 
for over a decade. Held at 
Maryville College just 17 
miles south of Knoxville, 
Tennessee. 


Old Time and Traditional 
Week: June 11-17, 2017 
Bluegrass Week: June 18-24, 
2017 


(865) 982-3808 | steve@flatpik.com | Flatpik.com 


Thalia Custom Guitar Capos 


Designed to keep your guitar in 
tune, every Thalia Capo comes 
with 14 interchangeable fretpads 
so that you can match the 
fretboard radius of your guitar. 
Choose from 69 different wood 

& shell inlay options or have it 
personalized with a name. Simply 
the best capo you will ever use. 


thaliacapos.com 


Play, Listen...Be Inspired 


There's nothing more inspiring than playing guitar 
in a great sounding room. It makes you play better, 
longer, and with more creativity. The Yamaha 
TransAcoustic guitar recreates that incredible 
experience with built-in reverb and chorus without 
needing any external amplification or effects, just 
the guitar itself. 


Yamaha Corporation of America 
(714) 522-9000 
usa.yamaha.com 
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Micro Headstock Tuner 


Featuring a reversible screen, multi- 
color display and metronome in a small 
housing that blends with the aesthetics 
of any instrument. This little guy is 
easy to throw into your gear kit, or 
your pockets, and still has a tough grip 
on the headstock so you don't need 

to worry about losing it. Measures 
approximately 1" all around. 


store.AcousticGuitar.com 
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THE ACOUSTIC GUITAR 
REPAIR DETECTIVE 


by Paul Neri 

Learn to diagnose common problems relating 
to the adjustment, upkeep and repair of your 
acoustic guitar, as well as nylon-string guitars 
and ukuleles. Topics include: humidity • cracks 
- braces - bridge plates - frets - guitar action 
* intonation * neck angle • tuning machines - 
buying a used guitar - cleaning & polishing - 
pickups • and much more. 

00172427 6 X:01 Eee eerie erae rane $14.99 


BEST OF LENNY BREAU 


This folio features 12 note-for-note transcriptions 
of Breau’s impressive and intricate guitar playing 
over the course of his career. Titles include: 
Bluesette - Cannon Ball Rag - The Claw - Days of 
Wine and Roses • Freight Train • Georgia on My 
Mind - It Could Happen to You • Oscar's Blues • 
Spanjazz - Taranta • There Is No Greater Love • 
Visions. 

00141446 Guitar Recorded Versions .... $19.99 


JESSE COOK — WORKS VOL. 1 


This collection of 12 songs from award-winning, 
virtuoso guitarist Jesse Cook features highlights 
from his career transcribed note for note with 
tab. Titles include: Alone • Bogota by Bus - Cafe 
Mocha • Cascada • Dance of Spring • Fields of 
Blue - Luna Llena * Mario Takes a Walk - Rain + 
Switchback • Tempest • Virtue. 

00141704 Guitar Recorded Versions..... $19.99 


TOMMY EMMANUEL - 
LITTLE BY LITTLE 


Twenty-two note-for-note transcriptions from 
the Australian finger-picker virtuoso's double- 
studio album. Songs include: Countrywide - 
The Finger Lakes - Haba Na Haba • Half Way 
Home - Jack Magic - Locomotivation + Moon 
River - Ruby's Eyes • Smokey Mountain Lullaby - 
Tapestry - Waiting for a Plane - and more. 

00139220 Guitar Recorded Versions ....$24.99 


JOHN FAHEY — GUITAR ANTHOLOGY 


18 songs in note-for-note transcriptions with 
tab from the man who was considered the 
grandfather of instrumental acoustic fingerstyle 
guitar. Includes: America • Brenda’s Blues - 
Desperate Man Blues • In Christ There Is No East 
or West • John Henry • Tell Her to Come Back 
Home • When the Springtime Comes Again - 
and more. 

00150257 Guitar Recorded Versions..... $19.99 


ваѕт T- FIRST 00 SONGS YOU SHOULD 
i FNGERPICK ON GUITAR 


Do you feel you've learned enough fingerstyle 
technique to start playing some real tunes? If 
so, this is the book for you. 50 must-know songs, 
including: Blackbird • The Boxer • Fire and Rain 
+ Greensleeves - Hell Hound on My Trail - Julia • 
Road Trippin’ - Tears in Heaven « Time in a Bottle 
* The Wind • and more. 

00149269 Solo Guitar ............................. $14.99 


HYMNS FOR SOLO JAZZ GUITAR 


Ten favorite hymns arranged in Walter Rodrigues 
Jr's unique style of solo guitar, in standard 
notation and tablature. Songs include: Abide 
with Me + Amazing Grace - Blessed Assurance 
+ Just a Closer Walk with Thee • Oh How I Love 
Jesus • and more. The book includes access to 
videos online for download or streaming. 

00153842 Book/Online Audio................ $19.99 


LAURENCE JUBER'S DADGAD SOLOS 


12 songs for solo guitar in DADGAD tuning, 
arranged by Wings lead guitarist and two-time 
Grammy-winning fingerstylist Laurence Juber. 
Extensively fingered in notation and tablature, 
the songs include: As Time Goes By - Come Rain 
or Come Shine • Don't Let Me Be Misunderstood 
+ Over the Rainbow - Runaway • (Sittin’ On) The 
Dock of the Bay - Yesterday - and more. 

00122217 Solo Guitar eee $16.99 


DOG WATSON - GUITAR ANTHOLOGY 


14 detailed guitar transcriptions are featured 
in this collection with highlights from his 
recordings, written note-for-note with tab. Now 
you can learn the songs, licks and fingerpicking 
style that made Doc famous. Songs include: Black 
Mountain Кар. Deep River Blues - Doc's Guitar • 
Little Sadie - Shady Grove • Tom Dooley * Windy 
and Warm • and more. 

00152161 Guitar Recorded Versions ...... $22.99 


FREE SHIPPING ON ORDERS $25 OR MORE! 
Mention ad code AGSG. Least expensive shipping method applies. 


www.musicdispatch.com : 1-800-637-2852 
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orrefied tops, the sweet smell of a 
T freshly made Martin double-0, the 

smart sound of a well-designed 
compact acoustic amp—it was easy to get 
knocked out by the guitars and gear that 
paraded through the Acoustic Guitar office this 
year. I’m still yearning for that Waterloo WL-JK 
Jumbo, The Texas-based company's interpreta- 
tion of a big-bodied Recording King that Regal 
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built for Montgomery Ward in the 1940s. 

The fact that Waterloo, a subsidiary of 
Collings Guitars, released new affordable 
models at all was big news, especially for those 
familiar with the company's earlier, vintage- 
inspired, ladder-braced, small-bodied WL-14. 
But there were other hits as well. Taylor Guitar 
revoiced its popular 300- and 700-series lines 
and introduced a deluxe version of the 800 


series, featuring a radius armrest, Adirondack 
spruce bracing, and Gotoh chrome tuners. And 
then there was the relaunch of Guild, which 
released US-made M-20 and D-20 models; the 
introduction of the new Fender Paramount 
line, a group of sturdy steel strings that 
showed the venerable company has made a 
deep commitment to its acoustic side; the 
announcement of new Epiphone Masterbilt 


The year in review: 2016 found a flurry of innovation 
and high-quality, affordable guitars, amps, and accessories 


Rainsong 
SMCX Smokey 


ToneWoodAmp 


Guild 
M-20 


Archtop models; and revamped product lines 
from Ovation, Alvarez, and Washburn. 

In the accessories realm, TC Electronics 
debuted the way-cool PolyTune clip tuner (a tiny 
version of its popular pedal tuner); D'Addario 
issued a tiny soundhole tuner and brought the 
guitar case into the digital age with the smart- 
phone-talking Humiditrak guitar-case humidity 
monitor; Rainsong released the 12-fret SMCX 


Smokey, a charcoal-gray, all-carbon gem with DR 
Black Beauty Strings and enough mojo to dazzle 
any acoustic-guitar buff; the Yamaha TransAcou- 
stic and the ToneWoodAmp company both found 
ways to create special effects without a standard 
pedal board; iSolo debuted its wireless acoustic 
pickup (see review on page 88); and iRig got 
small with iRig Acoustic, a miniature guitar 
microphone and smart-device interface that gives 


big results via the Amplitube app by turning any 
iPhone or iPad into a portable studio. 

And while tech impressed this year, there 
were lots of other developments in the acoustic- 
guitar trade. Here's what AG's reviewers had to 
say about some of the year's top gear, more than 
a few of which caused a bit of G.A.S. (guitar- 
acquisition syndrome). Video demos can be 
found at AcousticGuitar.com/tag/topgear2016. 
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TOP GEAR 


Bristol 
BM-15 


Bristol 
BD-15 


Eastman 
AC-GA2CE 


Faith 
FMSB45-BNC 


Eastman 
AC-GA1CE 


Blueridge 
BG1500E 
Jumbo 


BUDGET BEAUTIES 
(UNDER $600) 


Play a Bristol BM-15 or BD-15 and you get the 
warm, midrange-forward tone you'd expect 
from a high-quality, solid-wood hog (or, all- 
mahogany guitar), only these budget beauties 
are built by Saga Music Co. with ties to Blu- 
eridge Guitars. Each Bristol (the BM-15 is a 
triple-0), the BD-15 is a dread) features a lami- 
nated soundboard, back, and sides, and sells for 
about the same price as a decent hardshell case 
alone. And both guitars offer yet another 
reminder of just how good even the least 
expensive imported instruments can be these 
days. PRICE: $199 street. (see review, p. 86) 
Another example is the Michael Kelly Forte 
Port, which has a highly playable neck and 
boasts a solid spruce top, and laminated sapele 
back and sides, as well as special bracing and 
offset soundholes, that deliver a surprisingly 
warm sound. And the sticker price is just $299. 
The Washburn Woodline 10 Orchestra 
cutaway earned raves as "a total winner for the 
price" thanks to its easy playability and a tight, 
focused sound that lends itself equally well to 
strumming and fingerpicking. PRICE: $369. 
With their substantial, but comfortable, 
V-shaped necks and their small bodies, the 
Alvarez Blues51 and Delta00 feel like 80-year- 
old steel-strings. And they've got a sound to 
match: a growl and bark perfect for fingerpicked 
blues and ragtime, conjuring up vintage vibes of 
the Mississippi Delta and the American South. 
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Alvarez, long known for affordable, high-quality 
guitars, scores major points with these prewar 
doppelgangers. PRICE: 14-fret Delta00, $599 
street; 12-fret Blues51, $649 street (just over our 
"budget" criteria, but worthy of mention). 


MIDPRICE LUXURY GUITARS 
($600-$1,500) 


The first thing you notice when you strum the 
Blueridge BG1500E Jumbo is the robust 
warmth of its tone—like a splash of sunlight 
filtering through the tall trees in the Smoky 
Mountains that lend this company its name. 
OK, the allusion to the Smoky Mountains is a 
bit misleading, since this guitar has several 
modern appointments that defy the laws of tra- 
dition. Those include a bright orange sunburst, 
Art Deco-style rosewood bridge and headstock 
inlay, and vintage-style keystone tuners. 
Overall, the effect is Gibsonesque. But strum- 
ming an open-G chord, unplugged, delivers a 
full, rich sound with punchy bass, clear mids, 
and shimmering treble—a sparkle that is char- 
acteristic of Blueridge guitars. Equipped with 
Fishman Presys Plus. PRICE: $799 street. 

The Faith FMSB45-BNC, also known as the 
Classic Burst Mercury, is a modern parlor with 
boutique-like flourishes. This affordable spin on 
British luthier Patrick James Eggle's design is 
made of solid, FSC-certified woods at the com- 
pany's workshop in West Java, Indonesia. It has 
that imported-guitar vibe, thanks to its polyure- 
thane lacquer finish and its chemical-rich 


aroma, but unlike the typical budget guitar of 
past decades, it's well-built. In short, the short- 
scale, 12-fret Mercury parlor—with solid red- 
cedar top, solid mahogany back and sides, and 
figured Macassan ebony bridge—is a joy to 
play. PRICE: $1,050 street. 

The PRS Angelus A30E has a sound that’s 
lush compared to other examples in its price 
range. There's good separation between the notes 
in all registers, and the natural harmonics up and 
down the neck have a brilliant shimmer and 
sparkle. The guitar might not be as loud as some, 
but it makes up for this with a healthy amount of 
sustain. The A30E definitely has a lot going for it: 
top-notch playability and an agreeable voice that 
reproduces well thanks to the guitar's high-quality 
electronics. PRICE: $829 street. 

The Eastman AC-GA1CE and AC-GA2CE 
are grand-concert models—a design splitting 
the difference between the dreadnought and 
the OM—with smooth cutaways. They're identi- 
cal in every spec, save for their soundboards. 
The AC-GAICE has a Sitka spruce top, while 
the AC-GA2CE is sapele. Both are supported by 
hand-carved scalloped X bracing. These all- 
solid-wood guitars sound robust and balanced, 
play exceptionally well, and come with Fishman 
electronics. PRICE: $620 street. 

Fender made a serious commitment to its 
acoustic catalog this year. Designed in the United 
States and made in China, the Fender Para- 
mount series includes three basic body types—a 
dreadnought (the PM-1), 12-fret parlor (PM-2), 
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and triple-O cutaway (PM-3). Each sports elec- 
tronics and is available in a natural or sunburst 
finish and in a deluxe version, with Indian rose- 
wood back and sides, or a standard version, with 
mahogany back and sides and streamlined 
appointments. Their relatively thin C-shaped 
necks have a decidedly modern—and comfort- 
able—feel. The action is low and buzz-free in all 
regions of the necks, which have none of the 
dreaded dead spots, plus the intonation is 
perfect. PRICE: $999 Deluxe; $799 Standard. 


HIGH-END GUITARS 
($1,500-$5,000) 


At first blush, Andrew White’s Cybele 1013W, 
which takes its name from the Greek goddess of 
nature, seems like a study in contradictions. 
With its stylish profile, the guitar has a modern 
look, but when you dig into the instrument, it 
has the bark and growl of an old blues guitar. 
And it sounds a great deal louder than you’d 
expect from a small, narrow-waisted guitar. In 
other words, the Cybele is far from your stan- 
dard-issue Far East-made import. White is a 
luthier known to experiment with body shapes, 
bracing patterns, and the like. The average cost 
of an instrument he builds in his West Virginia 
workshop is more than $10,000, but the 1013W, 
whose manufacture is entrusted to Artec Sound, 
a Korean guitar company, sells for a tenth of that 
price. If the test model is any indication, Artec is 
doing good work under White’s direction. 
PRICE: $1,595 direct. 


It’s a bit disorienting to open a Martin 
OOL-17 case to find an ebony, slope-shouldered 
guitar: an instrument more closely resembling a 
1930s Gibson than any guitar Martin produced 
in the era. But playing a few strums and runs on 
this new offering from the 17 series reveals a 
voice that is unmistakably Martin. It’s got the 
impressive mids and overall warmth of a good 
14-fret 00 in spades, and it just feels solid and 
reliable at hand. The guitar’s short scale, 24.9 
inches, makes it easier to play chords requiring 
big stretches than does the standard 25.5-inch 
scale. And, with perfect low action, free from 
buzzing, it’s really easy to zip around the neck. 
Not surprising for a modern Martin—the 
company is making consistently great guitars at 
all price points—the 001-17 sounds every bit as 
awesome as it feels. It’s got a lovely, uncluttered 
sound, heavy on fundamentals but with shim- 
mering overtones and a nice natural reverb. It’s 
definitely a more powerful instrument than 
would be expected of one of its size and scale 
length. It features a solid Sitka spruce top with 
scalloped X bracing, solid mahogany back and 
sides, and rosewood bridge. PRICE: $2,299 
list/$1,859 street. 

Guitarists who don’t like to plug in will be 
glad to know that the Martin 00-15E Retro’s 
natural voice is warm and mellow, clear and bal- 
anced throughout the sonic spectrum. There are 
no dead spots anywhere on the neck—all of the 
notes ring clearly and are buzz-free, and the 
intonation is perfect. If you want to plug in, 


though, you'll love the electronics: Fishman's F1 
Aura+, which is designed specifically for 
Martins. For this clever system, the guitar 
company recorded a tone donor—a 1935 Martin 
00-55, which is essentially a 00-17S—with nine 
high-quality microphones. The images, or 
timbral samples, work in tandem with an under- 
saddle pickup to make this modern Martin 
sound like a miked Golden-Era model. PRICE: 
$2,549 list/$1,999 street. 


The Alvarez Blues51 

and DeltaOO feel like 
80-year-old steel-strings. 
And they've got a sound 
to match: a growl and 
bark perfect for 
fingerpicked blues 

and ragtime. 


Two new Waterloos—the 12-fret WL-K and 
the aforementioned WL-JK jumbo—made it 
immediately clear that this Collings-associated 
brand lives up to the buzz that has developed 
around it. Each instrument has its own personal- 
ity, but both share the same cool aesthetic, 
paying homage to 90-year-old budget guitars: 
the 12-fret WL-K is inspired by the small number 
of guitars made by Gibson between 1930 and 
1932 and sold under the name Kel Kroydon; the 
aforementioned WL-JK of which I continue to 
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pine is a replica of an old Montgomery Ward 
jumbo. Both feel uncommonly responsive and 
playable: total winners in all regards, and, best 
of all, selling for much less than the typical high- 
end guitar. PRICE: WL-K, $2,600 list/$2,340 
street; WL-JK, $2,300 list/$2,070 street. 

The Taylor 12-fret 552ce 12-string also 
received a lot of attention during its all-too-brief 
stay in the AG office. Twelve-string guitars are 
notoriously tricky instruments, particularly in 
terms of playability and intonation, and it can be 
hard to find a great one, though Taylor has a 
good reputation for building playable 12-strings. 
So it’s satisfying to make the acquaintance of not 
one, but two new Taylor 12-strings, both 
equipped with the Expression 2 pickup system 
and excellent in all aspects. The good news is 
that the 12-fret 552ce and the 14-fret 858e 
models produce the gloriously shimmering 
effects characteristic of the best 12-string exam- 
ples. The bad news is that choosing one over the 
other might present a serious dilemma. PRICE: 
552ce, $3,398 list/$2,599 street; 858e, $4,378 
MSRP/$3,399 street. 

Playing the Breedlove Journey Concert, 
you're reminded of the depth of sound that a set 
of Dalbergia nigra—or Brazilian rosewood— 
back and sides lends to a steel-string acoustic 
guitar (the guitar features a solid Sitka top). The 
bass notes have an unmistakable oomph, as if the 
guitar is outfitted with a subwoofer, and overall, 
the guitar has a lush, ringing sound that makes 
putting it down a challenging proposition. Bra- 
zilian rosewood guitars of any constructional 
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style are getting harder and more expensive to 
come by. Thanks to the Journey Concert’s 
onboard electronics—LR Baggs Anthem TRU- 
MIC, combining a miniature microphone with a 
piezo pickup—the guitar sounds warm and 
detailed. The guitar is highly recommended for 
anyone wanting to get in the door with a guitar 
made from this precious tonewood—while it’s 
still available on a new instrument. PRICE: 
$5,332 list/$3,999 street. 

If you haven't played a Takamine of late, give 
the company another look. The Takamine 
EF75M TT is a limited-edition series based on 
the company’s popular EF75S model (which had 
Brazilian rosewood back and sides). The new 
OM model has a thermally treated solid spruce 
top, and Madagascar rosewood back and sides. 
Add abalone purfling and flame-maple binding 
and this impressive-sounding guitar can also 
boast about its good looks. Equipped with Taka- 
mine’s Line Driver electronics. PRICE: $6,659/ 
list; $3,999 street. 

Spending a few minutes with the Gibson 
J-45 Vintage, with its torrefied Adirondack 
spruce top and mahogany back and sides, it’s 
easy to understand why this guitar is known 
affectionately as the Workhorse. It’s got a 
brawny, but balanced voice and is just as 
friendly to fingerpicking as it is to flatpicking. 
This iteration, introduced this year along with a 
Vintage Hummingbird, Vintage L-00, and a 
Vintage SJ-200, is particularly strong in the 
departments of warmth, resonance, and projec- 
tion. In fact, it just might be the most satisfying 


modern J-45 that AG has auditioned, not to 
mention one of the finest recent production- 
model acoustics in general. Gibson is making 
some of the best flattops in its long history— 
guitars that sound convincingly like their leg- 
endary wartime counterparts, but play even 
better. PRICE: $5,190 list/$3,999 street. 


MONEY IS NO OBJECT 
($5,000 AND UP) 


The Rayco Squareneck Resophonic is made 
from the most exquisite maple, quilted and 
fiddle-back, the three-dimensional figuring of 
which pops under a rich, hand-rubbed sunburst 
finish. The body, neck, and headstock are 
trimmed with natural-colored curly maple 
binding, and the gleaming Art Deco-style hard- 
ware lends a nice counterpoint to the woody 
proceedings. And this Canadian-built instru- 
ment sounds even better than it looks. The 
instrument has a tone that’s warm and brilliant 
at the same time, drenched with harmonic 
color. It’s an impressively loud and lively instru- 
ment, and when you pick it, it almost sounds 
like multiple guitars played at once. PRICE: 
$3,700 direct ($5,200 as reviewed). 

At Brooklyn-based DDK Guitars, luthier Dan 
Krugman specializes in crafting three archtop 
styles: the 14-inch Archtop, 16-inch Modern, 
and 16-inch Concept. The inspiration for Krug- 
man’s Archtop is the small-bodied, budget-con- 
scious archtop guitar that was popular among 
1930s and 1940s folk and blues players. The 
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cheaply made original didn’t get much respect in 
its day, so Krugman has lavished his update with 
care. “I do everything with this guitar that I'd do 
on a larger guitar," he says. It's small for an 
archtop—most are about 17 or 18 inches—but 
any archtop guitar will project well, he adds, 
"because archtops were [originally] designed to 
compete with brass instruments in jazz ensem- 
bles.” PRICE: $4,500—$5,000. 

The Big Hollow Plainsman Double 0— 
Adirondack spruce top; Honduran rosewood 
back and sides; ebony bridge—has perfect into- 
nation and a voice that's warmer and richer than 
those of the vintage instruments that inspired it. 
Big Hollow is the brainchild of Bevan Frost, a 
luthier in his mid-30s who doesn't build a ton of 
instruments in his Frisco, Colorado, workshop— 
only about eight guitars a year—but focuses 
instead on stellar craftsmanship. Frost's guitars 
tend to have small bodies inspired by the old 
school, with features such as hide-glue construc- 
tion and pyramid bridges. The Plainsman pairs a 
concert-size 12-fret 00 body with a long-scale 
neck, 25.4 inches. It strikes just the right balance 
between the historic and the modern in an 
awesome little package that's damn near impos- 
sible to put down once you fingerpick a few 
chords on it. PRICE: $6,995. 

With the Solomon Phidelity model, New 
Hampshire luthier Erich Solomon offers his per- 
sonal take on the classic American archtop. 
Inspired by the visual and sonic characteristics of 
Gibson's early L-5 models—as well as midcen- 
tury instruments built by John D'Angelico and 


James D'Aquisto—the Phidelity is at once classic 
and modern. It features a wide-grained, hand- 
carved European spruce top; beveled oval 
soundhole; solid-brass tailpiece; and shapely 
back, also carved. There are clean lines and 
elegant curves everywhere you look—front, 
back, outside, and inside. The Phidelity has a 
complex voice. Individual notes seem to have an 
abundance of overtones, while the fundamentals 
remain strong and clear. Simple chords sound 
rich and perfectly tuned. Extended harmonies 
also benefit from these overtones and true into- 
nation. It is remarkably responsive to varied 
flatpicking techniques and to different types of 
picks, as well as to various fingerpicking tech- 
niques. PRICE: $6,249. 


BOOST YOUR TONAL PALETTE 

It's the nightclub bouncer of guitars. Like any 
six-string baritone guitar, the Taylor 326e 
Baritone—tuned a perfect fourth lower than 
standard—sits between the register of a stan- 
dard guitar and a bass guitar, and not always 
gracefully. Your go-to chord-melody arrange- 
ments might sound murky. But dig deeper and 
experiment both with repertoire and register, 
and you'll soon begin to appreciate the tonal 
possibilities inherent in this nicely executed 
modern baritone with its throaty low voice. 
Simply put, despite a 27-inch scale length— 
1.6 inches longer than the standard dread- 
nought or OM scale, and 2.1 longer than a 
short scale—it feels natural to play the 326e. 
Grand Symphony size; solid mahogany top; 


solid sapele back and sides; ebony bridge; 
satin finish; Expression System 2 electronics. 
PRICE: $2,318 list/$1,799 street. 

Much like a 12-string, the Michael Kelley 
Triad 10E is a ten-string guitar that features 
courses of doubled strings, except on the low 
strings, which do away with the 12's typical 
octave strings. Why? This format offers players 
a guitar that has much of a 12-string's special 
charm, but with more clarity, better articula- 
tion, and enhanced playing range. Also, the 


If our J-45 Vintage test 
model was any indication, 
Gibson is making some of 
the best flattops in its 
long history. 


affordable Triad's normal-sized headstock is far 
less likely to dive—or require extra work from 
your left hand to keep it balanced. And the 
Triad will fit in a gigbag that fits a six-string. 
But these ergonomic and technical bits aren't 
what the Triad 10 is about: It's about offering 
players a new format for play and creativity— 
this unique guitar blends the low-end clarity 
and punch of a six-string's lower strings with 
the best of the chime and chorus effect of a 
12-string's unison and octave pairs. Bass runs 
over chord comps, in particular, take on an 
entirely new flavor. Solid spruce top; three- 
piece back with flamed okoume and ovangkol; 
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flamed okoume sides; Fishman Sonitone pickup 
and preamp. PRICE: $580 MSRP/$399 street. 

The Kala Guitarlele is a fun instrument to 
have around and it's a perfect instrument for 
guitarists who want ukulele sounds but don't 
want to learn ukulele chords. Available in 
mahogany and koa, the Kala Guitarlele is a 
V4-size guitar that serves as a cross between a 
nylon-string classical and a baritone uke. Its 
mahogany top, back, and sides produce a warm 
tone and the deep body delivers considerable 
volume. If you're searching for a hybrid instru- 
ment to lend a touch of uke sound (but with 
those familiar guitar chords), the Kala Guitar- 
lele is worth a try. PRICE: $224.99 MSRP 
(mahogany); $429.99 MSRP (koa); $70 more 
with built-in electronics. 


ALL AMPED UP 

The Fender Acoustic Pro and the Acoustic SFX 
look completely different from any previous 
Fender amplifier, let alone any acoustic amp on 
the market. Taken together, they're like Mutt 
and Jeff, the SFX being tall relative to the short 
and squat Pro. Each is housed in a molded 
plywood cabinet, stained in a butterscotch 
color, calling to mind stylish, midcentury 
modern furniture. Not only is this design cool- 
looking, it's said to increase the amps' respon- 
siveness and projection. The Acoustic Pro is the 
more straightforward of the duo. This 200-watt 
amp has one 12-inch Fender Special Design 
speaker and a horn tweeter. Each of its two 
identical channels has a combination XLR/ 
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quarter-inch input (making it, of course, a mini 
PA system); volume and reverb controls; four 
EQ controls, low, mid-frequency, mid-level; and 
high; and a phase switch, for attenuating feed- 
back. As its name suggests, the Acoustic SFX 
(that's Stereo Field Expansion technology) is 
geared more toward the electro-acoustic guitar- 
ist. This 2x80-watt amp is tricked out with an 
eight-inch low-frequency driver, a high- 
frequency tweeter, and a side-radiating six-inch 
speaker, plus the horn tweeter. To put it another 
way, the amp has a wide field of sound—unlike 
a traditional amp, on which sound is projected 
forward. The two-channel SFX has the same 
basic controls as its portlier counterpart, 
except the EQ section includes only a single 
mid control and adds an effects level. Each 
channel has buttons for engaging four 
effects—two delay types, a chorus, and a 
vibrato effect. PRICE: Acoustic Pro, $999.99 
street; Acoustic SFX $899.99. 

The Bud by Henriksen is intended for any- 
thing with a pickup or microphone, and is well 
suited to acoustic guitars, delivering a natural 
sound. The small combo amp is a nine-inch cube 
and weighs only 17 lbs., making it easy to trans- 
port to a gig, especially handy for a musician 
who travels frequently by subway or air. Its 
chassis, which is made from Baltic birch, feels 
rugged and durable, as does the amp's handle. A 
top-mounted control panel is easy to navigate. 
There are two channels, each with a combina- 
tion quarter-inch/XLR jack, gain, and volume 
controls, a five-control EQ section, and a reverb 


control. The channels are fully independent, 
making the Bud quite flexible. You could plug an 
electric-acoustic guitar into one channel and a 
vocal microphone into the other, or a guitar into 
one and a backing track on an iPhone into the 
other. AG was impressed by the loudness and 
fullness that emerged from the amp's 6.5-inch 
Eminence Beta speaker. The 135-watt amp is 
certainly powerful enough for many ensemble 
situations, though its optional extension cabinet 
($499) might come in handy for playing with a 
heavy-handed drummer. PRICE: $999 direct. 
The JazzKat TomKat is a whole lot of amp 
in a small and lightweight package. It mea- 
sures 15x15x9 and is only 16 lbs. Overall the 
amp is rugged and roadworthy, though its 
handle feels a little insubstantial, as do the 
mini-toggle switches for the Master Phase and 
Tweeter controls and for switching the assign- 
ment of the built-in effects between the two 
channels. Each of the channels includes a gain 
control and five-band EQ. Channel 1 has a 
standard quarter-inch instrument input, while 
Channel 2's input will accept either a quarter- 
inch plug or an XLR. This means that you can 
plug a guitar into Channel 1 and a micro- 
phone into Channel 2, making the amp a 
mini-PA system. Channel 1 has a cool feature: 
a single 12AX7 tube that can be switched on 
or off, giving the user the benefit of getting 
both a solid-state and tube sounds in one con- 
venient package. At 200 watts RMS, it's more 
than robust enough to fill a medium-size club 
and to cut through drums and bass for 
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ensemble playing, and it's relatively noiseless 
to boot. The EQ controls have fairly wide 
sweeps, and the tweeter can be switched to 
Hi, Low, or Off, meaning that the amp can 
easily be optimized for any guitar electronics 
system. PRICE: $1,499 list/$1,099 street. 


SOUNDHOLE PICKUPS 
In developing the black-matted, passive 
magnetic soundhole pickup known as The 
Black Angel—the cousin to The Angel, its 
active counterpart—DiMarzio sought to 
create a magnetic pickup that reproduces 
the exact sound of an acoustic guitar. The 
New York-based company, which built its 
reputation with stellar electric-guitar 
pickups, concluded that “the most important 
characteristic for an acoustic pickup is [that] 
it should sound and feel good. The sound 
part is obvious. The pickup has to ‘hear’ the 
entire range of the acoustic guitar from top 
to bottom, with no gaps anywhere. The ‘feel’ 
is just as important. It has to track your 
right- and left-hand dynamics, and respond 
immediately to the sound coming off the 
string." Mission accomplished. Recom- 
mended for acoustic guitars with 3 2 inch 
(89 mm) or larger soundhole using bronze 
or steel strings. PRICE: $169.99 street. 
Jason “Krivo” Flores balked at spending his 
income as a touring Gypsy jazz guitarist and 
upright bassist on magnetic pickups, so he 
decided to make his own. As Flores improved 
his designs, his one-man shop in Portland, 


Oregon, started filling orders from players. 
Fast-forward a couple of years and his hand- 
some Krivo Nuevo Single Coil and Krivo 
Django Bucker pickups have developed a 
strong following and a good reputation among 
Manouche-style jazz guitarists. The single-coil 
Nuevo is closer in concept and tone to the 
pickups that Django Reinhardt used and has a 
narrower profile than the Django Bucker, so it 
takes up a little less right-hand real-estate. But 
the Django Bucker is the more innovative 
design of the two. While it cuts the 60-cycle 
hum that’s a part of every single-coil pickup, 
the Django Bucker isn’t made like a tradi- 
tional dual-coil humbucker. To keep weight 
and size down, the Django Bucker instead uses 
two small single-coils in the same housing, 
wired like a humbucker to eliminate the back- 
ground hum. The Django Bucker also has 
adjustable pole pieces, so you can balance the 
string-to-string volume to your liking. PRICE: 
Django Bucker, $229; Nuevo Coil, $169. 


TUNERS & TRACKERS 

Bluetooth technology comes to the humble 
hygrometer. D’Addario introduces Humidi- 
trak, a Bluetooth-sensor that communicates 
between your guitar case, where all manner of 
humidity highs and lows can be found, and 
your smartphone (either iOS or Android). The 
device can alert you when the temperature or 
humidity levels drop above or below the 
optimal range, before the hot or cool, or dry or 
wet microclimates can start causing damage to 


your prized acoustic guitar. The easy-to-install 
device can deliver hourly, daily, and monthly 
data reports. PRICE: $78.95 list/$47.99 street. 

The TC Electronic PolyTune clip-on guitar 
tuner snaps onto the headstock, and incorpo- 
rates features found in its bigger pedal-board 
cousin. (You can tune in both chromatic and 
stroboscopic mode.) When attached, the tuner 
can be tucked in toward the headstock, but 
cannot be pivoted toward the player (like a 


The JazzKat TomKat is a 
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Snark). That might be a deal breaker for some. 
But the PolyTune has a certain charm—in fact, 
in strobe mode, it is accurate to +/- 0.02-cent 
sensitivity. PRICE: $49.99. 

The D’Addario NS Micro Soundhole Tuner 
can be attached to the inside edge of the sound- 
hole on most guitars (as long as there’s no 
bracing to get in the way) creating an alterna- 
tive to headstock clip-on tuners that may be 
unsightly. The easy-to-read, green-and-red LED 
indicates whether the note is sharp or flat. You 
do the rest. PRICE: $15.99 street. 


Paul Mehling, Adam Perlmutter, and Doug Young 
contributed to this article. 
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Never 'Too Old' 


BY PAULINE FRANCE 


vercoming the obstacles that kept you 

from playing guitar sooner—that Nega- 
tive Nancy inside your head, time manage- 
ment, and so on—was the hard part. Now 
that you're past that phase, staying moti- 
vated and on track should be easy. 

I talked to late-blooming guitarists to find 
out what keeps them focused, and found that 
sticking to it after learning to play guitar later 
in life is a lot more achievable than you think. 


Guitars don't have an expiration date. They 
never will, and neither do players. If guitars 
and players had sell-by dates, Keith Richards 
would've retired decades ago. Unlike extreme 
sports athletes or runway model, there's no 
age cap for learning or continuing to play 
guitar. So stop telling yourself that! 
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“The old cliché, ‘It’s never too late to pick up 
a hobby or passion' is appropriate here," says 
Sirk Roh, a 52-year-old consulting CFO from 
San Jose, California. “Especially one that can 
last the rest of our lives." Roh adds that while 
he wouldn't want to learn to downhill ski or 
play basketball “at this stage of my life,” learn- 
ing guitar is another thing altogether. 

In fact, learning later in life has its bene- 
fits, Roh says. 

“I am more patient, have a deeper appre- 
ciation of the journey, and appreciate the 
meditative/therapeutic effect of learning to 
play" Roh says. "Also, you're more likely to 
financially afford a decent guitar." 

Adrian Galysh, a guitar instructor and solo 
artist from Los Angeles, notes several advan- 
tages older students have over younger ones. 

"Adults have heard so much music and are 
familiar with a lot of guitar music," Galysh says. 


"Their ears are tuned to what correct intona- 
tion, timing, and classic songs should sound 
like. For kids, music can be a whole new world, 
being unfamiliar with the instrument as well as 
all the great guitarists adults take for granted." 

If age-related insecurity starts to kick in, 
stop and think of the benefits of maturity. 
Also, think of Keith Richards. 


Those of us who picked up guitar in our child- 
hood or teen years also struggled, so the best 
thing is to be OK with the fact that you're not 
going to be a guitar hall of famer right away. 
"Learn to be comfortable sucking," says Tom 
Linton, a 57-year-old software consultant from 
Sherman Oaks, California, who is one of 
Galysh’s students. “With age, you get a lot of 
wisdom, but what gets diminished is your 


'Learn to be 
comfortable sucking: 
TOM LINTON 


tolerance to allow failure. I found it helpful to 
relate back to things Га become good at over 
the years, but only after struggling." 

Linton lists golf, learning to drive, and 
learning to ride a unicycle as examples of 
activities he had initial difficulty with, but 
ended up grasping. 

"There was a period of task saturation, 
seemingly lack of progress, and feeling over- 
whelmed,” Linton says. ^I was unqualified at 
the time to assess whether individual failures 
were good or bad for my eventual learning. 
The bottom line was that my practice was 
cumulative in effect, that even though an indi- 
vidual session didn’t appear to get me closer to 
success, over time progress is happening.” 


Ofer Webman is a 53-year-old guitarist based 
in Phoenix, Arizona, who dabbled with guitar 
in his teens. After a decades-long hiatus, 
Webman picked up the guitar again, and it led 
to major breakthroughs—one of which was his 
changing the way acoustic guitarists amplify 
their sound and experience their instrument: 
Webman invented the ToneWoodAmp 
[reviewed in the October 2016 issue]. 

“I found out that I can compose, and I do that 
a lot now,” Webman says. “This and the invention 
of the ToneWoodAmp wouldn’t have happened if 
I hadn't gone back to learning the guitar.” 

Mike McRitchie, a career strategist from Elk 
Grove, California, says learning to play guitar in 
his mid-40s marked the beginning of a series of 
special events, such as performing an original 
song at this parents’ 50th wedding anniversary. 

“If you have the passion for learning, an inter- 
est in guitar, and a commitment to keep going, the 
sky's the limit,” McRitchie says. “You never know 
where you'll end up, but the ride is awesome." 


If you have proper guidance, it's less 
likely that you'll become discouraged or fall off 
course. “Sometimes learning guitar feels like 
you're patting your head and rubbing your 
tummy at the same time,” Linton says. “But if 
you have the right leadership, trust that you’re 
on the right track.” 

A good teacher will know how to tailor 
lessons to your needs, helping you balance your 
adult obligations with your guitar practice. 

“An adult's time is limited, considering the 
demands of a day job and family,” Galysh says. 


“Time-management for practicing during the 
week is paramount to making progress. I give 
students maybe just two or three things to work 
on each week, but try to always make it goal- 
oriented. The best thing they can do is keep the 
guitar out, and try to play a little every day. 


We all have an indelible memory of when we 
first fell in love with the guitar. For Roberta 
Lee, a 53-year-old PR executive from New 
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York, it was watching a guitar performance 
on TV as a child. “The moment I saw Roy 
Clark play ‘Malagueña, I was hooked,” Lee 
says. “I was mesmerized by his technique and 
wondered if I could ever play like that.” 

The experience kept Lee motivated to 
keep going, to the point she’s now actually 
tackling the song that initially inspired her. 
"I'm finally starting to learn how to play 
*Malaguefia," she says. “The song I first heard 


» 


as a little girl all those years ago is bringing 
my musical journey full circle." AG 


‘ 
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8 Ways to Improve 
Your Tone 


Try these basic pick-hand techniques to sharpen your tonal palette 
BY PAUL MEHLING 


THE PROBLEM 


You're dissatisfied with the tone and volume of 
your playing and want to get closer to what you 
hear from other players. 


THE SOLUTION 

The development of tone begins with your pick 
hand and how the pick strikes the strings. Addi- 
tionally, the pick-hand techniques offered here 
will yield an increase in speed and articulation, 
allowing you to play with more nuance—louder, 
quieter, faster, with more control and precision, 
and so on. Plus, you may find your guitar actu- 
ally getting louder and sounding better from 
being overdriven by your powerful pick hand. 


In Ex. 1, use only downstrokes (toward 
Q the floor) to play four quarter-note 
F notes at 80 beats per minute. Releasing the 
fret-hand pressure on the F may be helpful to 
keep the quarter notes equal. When you can 
play this well, so that all of the notes sound 
uniform in tone and volume, increase the level 
of difficulty by either slightly bumping up the 
tempo—to, say, 84 bpm—or playing eight 
quarter notes in a row, as shown in Ex. 2. 
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The point of these exercises is to play loudly 
and evenly, while getting your pick-hand's wrist 
to loosen up. The less tension in that wrist, the 
more velocity you can attain. Most guitars love 
to be played hard, and will open up, sonically, 
with this type of approach. 


Increase the level of difficulty by playing 

eighth notes at 80 bpm (Advanced 
players: Try alternating between quarter notes 
and eighths and back again without stopping— 
one of the keys to picking mastery, as depicted 
in Ex. 3.) Also, remember to stay relaxed. 
Tension is your enemy; it will hold you back 
and possibly injure you. 


After achieving success on the previous 
Ө exercises at 80 bpm, gradually increase the 
speed of each one. Repeat the pattern on each 
string ten times, or until you reach your 
maximum capacity. (Word to the wise: There's no 
sense in working on anything at less than about 
90-percent perfection. You're only practicing 
mistakes if you do so; you'll actually spend less 
time practicing if you only practice near-perfec- 
tion.) While it is true that you should push your- 


self into the faster tempos, as soon as you reach a 
failure zone, decrease the tempo to find your 
most accurate tempo, and jot it down in a prac- 
tice log, which will help you track your progress. 


When you have increased the speed of all 

downstrokes on one note on all six 
strings with quarter notes, eighth notes, and 
the combination of the two, go on to the next 
rhythmic variation: eighth-note triplets, which 
will also help with the swing feel if you're a 
jazz or blues guitarist. In Ex. 4, start with trip- 
lets only, and then go back and forth from 
quarter notes to triplets. As above, begin at 80 
bpm or slower, and gradually work your way 
up to 160 bpm or faster, with at least 90-percent 
accuracy. Remember to make those upstrokes 
sound equally powerful as the downstrokes. 


Take a moment to notice that your pick 

hand has a certain weight and the move- 
ment of the wrist will allow the weight of the 
hand to do the actual work. Tension will not be 
needed; this will become clear. If it's not clear, 
get a thermometer and point it towards your 
chest. Shake it with a very loose wrist as you 
try to get the mercury to the bottom. This is the 
movement you're seeking to cultivate and 
apply to your picking. 


Q Begin the series of exercises again, but 
this time use the more familiar alternate 
picking (down, up, down, up), as shown in Ex. 
5. It won't take as long for you to move from 80 
bpm to 160 on each exercise, and you'll begin 
to see positive results sooner. 


Try reverse picking—alternate picking, 

but starting with an upstroke—like 
demonstrated in Ex. 6. This might be chal- 
lenging at first, but with patience and persis- 
tence it will become easier if you continue to 
develop a loose wrist. 


Begin the series a third time using all 
downstrokes at first, but with two adjacent 
notes, a half-step apart on the same string. Do 
this pattern, diagrammed on string 1 in Ex. 7, on 
all six strings, and with all the previous exercises. 
If you've made it this far and are picking 
everything with near perfection, then you'll be 
getting a new, big, sharp sound from your 
guitar, one you'll want to hear on all your favor- 
ite licks and tunes. Congratulations, you're in 
an exclusive club of guitarists who have worked 
hard and smart for their chops. 


For more pick-hand development exercises and 
inspiration, check out Pick Power by Paul 
Mehling, available from Homespun Tapes. 


Ex. 2 


Ex. 3 
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play 10 or more times 
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The Guitar as Cowriter 


BY JEFFREY PEPPER RODGERS 


or a songwriter, the guitar can do much 

more than accompany your voice and fill 
in the chords—it can spark ideas and help 
guide you throughout the process of devel- 
oping them into complete songs. I look at my 
Manzer guitar, which I’ve been fortunate 
enough to play since 1999, as essentially my 
cowriter. Many of the songs I’ve written over 
the years began with riffs and grooves I discov- 
ered on the Manzer, and I also use it to sketch 


out possibilities for where ideas may go next. 

No matter what guitar you play, it can 
serve as your songwriting partner. As in any 
good partnership, the communication goes 
both ways: You bring ideas to the guitar to try 
them out, and you also listen to what the 
guitar has to say. What follows are five ways to 
use your guitar in the songwriting process, 
with examples drawn from my experiences in 
the writing woodshed. 


Jeffrey Pepper 
Rodgers 


One time-honored method of writing is 
to learn a favorite song, take a piece of it and 
change it in some way, and—whether on 
purpose or by accident—wind up with some- 
thing new. Some might call this stealing, but 
it’s really not. Remixing ideas from other songs 
(or from any other art form) is fundamental to 
the creative process, no matter how original we 
perceive the result to be. Just ask Bob Dylan, 
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who has freely used traditional songs, literary 
quotes, and more throughout his career. 

A case in point: I love finding fresh ways to 
arrange great songs, and on one occasion I did 
that with the Kinks' *You Really Got Me." 
Instead of the sliding power chords in the origi- 
nal (Ex. 1), I tried it in drop-D tuning, with the 
capo at the fifth fret, as in Ex. 2—a fun and 
different way to play those changes that sounds 
cool on acoustic guitar. 

Sometime later I was fooling around with 
those exact fingerings, slowed down the 
changes and the tempo, tried a different rhyth- 
mic feel, moved the capo down a couple frets, 
and found Ex. 3. Intoxicated by that groove, 
I played it over and over, singing whatever 
words or sounds popped out until I had the 
lines, “Almost certain that I’m almost there/ 
Almost across the line." And with that, I was on 
my way to a song, "Almost There," that sounds 
absolutely nothing like the Kinks song. But ^You 
Really Got Me" is what really got me going. 

Something similar happened when 
I arranged the Grateful Dead's "Fire on the 
Mountain" as part of my Homespun video series 
of Dead songs for acoustic guitar. Looking for a 
way to bring this song to life, in a key that 
better suited my voice, I transposed it way 
down from the Dead's version, moving between 
Ft and E chords. Ex. 4 shows a sample of the 


rhythm pattern; fret the E chord with your 
third, fourth, and second fingers, so you can 
transition smoothly to and from the F# chord. 

I don't typically make an F#-to-E chord 
move, and it really caught my ear. Eventually 
I tried a different rhythmic feel with those 
changes and arrived at Ex. 5—the beginning of 
a song called “Proof” that, again, sounds 
nothing like the song that sparked it. 

The point is, you can find all sorts of ideas 
in other songs. Take a chord progression and 
transform it—speed it up, slow it down, change 
the rhythm, move to a different key or register, 
and so on. If you learn to identify chord pro- 
gressions by Roman numerals rather than letter 
name—saying, for instance, a progression is 
I-IV-V instead of G-C-D—you'll have even 
more freedom to apply chordal ideas from one 
song/key to another. (I go into this topic in 
detail in my AG guide Songwriting Basics for 
Guitarists, and in the new edition of the book 
The Complete Singer-Songwriter.) 

When you're working with an existing song, 
don't worry too much about stealing. No one 
owns a chord progression. If you directly quote 
someone else's melody or lyrics in your song, 
you are stealing, but even those elements can 
be transformed into something new and unrec- 
ognizable. Whenever you're playing around 
with a piece from another song, keep changing 


it until you no longer hear in your head what 
you started with. That suggests you've crossed 
the line from imitation to creation. 


FOLLOW THE PATTERN 

At their root, songs are all about 
patterns—they introduce some kind of pattern 
of melody, harmony, or rhythm and then create 
variations on it. (The same applies to lyrics as 
well.) The recurrence of the pattern is what 
holds the whole thing together. When you're 
working on a song, the guitar can help you 
recognize patterns and develop them. 

For instance, with "Almost There," the 
rhythm pattern I started with moves between 
D and C—the root goes down and up a whole 
step. (I’m actually playing an inversion of a 
C chord with G in the bass, but the chord still 
registers as a C.) So for the next move in the 
progression, it made sense to follow a similar 
pattern on the IV chord—changing between 
G and Е as in the second half of Ex. 6. Again, 
that's down and up a whole step. Use a first- 
finger barre on the bass strings for the G and 
F chords. 

As a bonus, when I played this new 
pattern, the fingerings generated a nice little 
melodic figure: from the fifth fret on the 
third string to the open second string, at the 
end of measure 3. So I used that figure— 


Ex. 1 Ex. 2 
Tuning: D A D G B E (Ex. 2-3) 
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suggested by my six-string collaborator, the 
Manzer—in the vocal melody. 

Similarly, my song “I’ve Got It Here Some- 
where" began life with the blues-rock riff in 
the first four bars of Ex. 7. Use a first-finger 
barre on strings 5 and 4, and keep your 
fourth finger in place on string 3 throughout. 
In this pattern, the bass moves from the open 
sixth string to the third fret and back again. 
From there I go to the IV chord (A), and 
alternate the bass from the open fifth string 
to, once again, the third fret on the sixth 
string, as in measure 5. With this pattern, 
Ilay out the song's main harmonic territory. 

When you come across a cool pattern on the 
guitar, take a closer look at what's happening in 
the music and try applying or extending the 
pattern in some way. In writing, it's always good 
to build from ideas you've established rather 
than shoehorn in something unrelated. 


LISTEN FOR MELODIES 

As happened with my earlier example 
of "Almost There," the guitar can suggest 
melodic ideas for the vocal. At times you may 
even find a complete melody on the finger- 
board. In the case of “Somehow,” I sat down 
with the Manzer and my fingers fell right 
into the minor-blues melody of Ex 8. This 
passage had a strong mood of aching and 
longing, and the guitar melody just called 
out to be sung. So my job in writing was to 
find words that matched the feeling and the 
phrasing just right. 

The lyrics in the example show the first 
verse. In the completed version of 
“Somehow,” I sing in unison with the guitar 
melody through almost the entire song, 
except for a few spots where the vocal and 
guitar harmonize. 

Even when you're working with a melodic 
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idea that you didn’t come up with, the guitar 
can help you develop it. Find the notes of the 
vocal melody on the fingerboard; playing the 
melody and listening without singing may 
help you figure out how to strengthen it. 

Also, notice where your melody falls in 
relation to the chords. If you’re singing the 
root note of each chord most or all of the 
time, try singing a different note in the 
chord—the third, say, or the fifth, or even a 
note that’s not in the chord at all—to achieve 
a more independent melody. (Conversely, you 
can try playing a different chord and leaving 
the melody note where it is.) The guitar can 
help you try out melodic alternatives that 
may not occur to you as you sing. 


LET YOUR FINGERS 
DO THE WALKING 
At times, fresh musical ideas for songs come 
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from pure experimentation on the guitar— 
simply dropping your fingers on the fretboard 
and hearing what comes out. That's how, for 
instance, I found the chords for the bridge in 
“Гуе Got It Here Somewhere,” shown in Ex. 9. 
I started with the spacey Asus2 chord (as used 
in the chorus, Ex. 7) and found the rest of the 
progression by trying different bass notes 
under the same drone on the upper strings. 
I had no idea what chords I was playing—I was 
going purely by sound. And good thing I did, 
because it led me to that delicious F#7sus4 that 
I probably wouldn't have found otherwise. 

In fooling around on the guitar, don't be 
afraid to try unfamiliar fingerings or leave open 
strings in chords where they don't normally go. 
The worst that can happen is that you play 
something that sounds bad, so you grimace and 
move on. At best, you find a tasty and unex- 
pected new ingredient for your song. 


DETUNE 

Alternate tunings can provide a powerful 
way to break free of your playing habits and 
generate ideas. They allow you to create 
complex chords with simple fingerings, and 
they can also accomplish the trick of making 
common chord progressions sound new and 
unfamiliar. The feeling that you are discovering 
something—even when you're using the same 
basic ingredients as everyone else—is the life- 
blood of songwriting. 

I don't use particularly crazy tunings, but I 
do have a growing number of songs in tunings 
that drop the bass strings and leave the others 
in standard (the topic of my Weekly Workout in 
the June issue). One of these, titled ^My Bad," 
came to me thanks to the tuning CGDGBE.I 
happened upon the funky bass line in Ex. 10 
and was hooked. No way would this have come 
to me in standard tuning. The tuning also 


facilitated the low power chords in Ex. 11, as 
used in a section of the verse. 

By the way, you can get into the alternate- 
tuning zone without actually retuning. Just use 
a partial capo. Partial capos that cover three and 
five strings have helped me find several recent 
songs. “Turn Away,” for instance, has a dead- 


No matter what guitar 
you play, it can serve as 
your songwriting partner. 


simple chord progression— mostly 
I, vi, IV and V—that wouldn't have interested 
me if Га played it in standard tuning. But I 
played it with a partial capo on the top five 
strings plus the sixth string tuned down to D, 
and the progression intrigued me. It sounded 
like the beginnings of a song, and now it is one. 
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BEYOND THE GUITAR 

While the guitar is a versatile partner for 
songwriting, I do recommend getting away 
from the instrument, too, at some points in 
the process. Try singing with no accompani- 
ment, or record the guitar part on your phone 
and sing over it, while driving or walking. 


Even Richard Thompson, with his astonishing 
guitar chops, told me a few years ago that he 
finds it freer sometimes to write away from 
the instrument, in his imagination. 

Writing this way, you can dream up things 
that you may not know how to play ... and 
then you can come back to your faithful six- 
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string and figure out how to make it happen. 


AG editor at large Jeffrey Pepper Rodgers 
Geffreypepperrodgers.com) is the author 
of The Complete Singer-Songwriter, 
published by Backbeat Books in an expanded 
second edition. 
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GUIIAR SONGS 


Teach yourself to play your favorite songs on guitar with this multi-media learning experience! 
Each song in each book includes a comprehensive online video lesson with an interactive song 
transcription, slow-down features, looping capabilities, track choices, play-along functions, and 
more. The price of the books includes access to all of these online features! 


"TEACH YOURSELF TO PLAY TEACH YOURSELF TO Р 


GUITAR 


Come As You Are (Nirvana) * Do | Wanna Angie (The Rolling Stones) * Daughters 
Know? (Artic Monkeys) * Heaven (Los (John Mayer) • Drive (Incubus) • Iris (Goo 

“x I Lonely Boys) • Here Without You (3 Doors Í ew» || Goo Dolls) * Layla (Eric Clapton) • Mr. Jones 
Down) * Learn to Fly (Foo Fighters) * Plush | * (Counting Crows) * More Than Words 
(Stone Temple Pilots) * Santeria (Sublime) ; (Extreme) • Patience (Guns № Roses) • 
* Say It Ain't So (Weezer) * 21 Guns (Green d Е Wonderwall (Oasis) « You Were Meant for 
Day) * Under the Bridge (Red Hot Chili АК Me (Jewel). 


Peppers). ; Book with Online Audio & Video 
Book with Online Audio & Video та 00152225 
00152224 Ae 


TEACH YOURSELF TO PLAY 


GUITAR 


SONGS Born Under a Bad Sign Albert King) * Cross Bark at the Moon (Ozzy Osbourne) • 
ч Road Blues (Crossroads) (Cream) * Hide mm ep Breaking the Law (Judas Priest) • Iron 

Away (Freddie King) • I’m Tore Down (Eric 3 à Man (Black Sabbath) « Photograph (Def 
Clapton) • I’m Your Hoochie Coochie Man Leppard) * Rebel Yell (Billy Idol) • Rock 
(Muddy Waters) Killing Floor (Howlin’ * a and Roll All Nite (KISS) • Rock You like a 
Wolf) « Mary Had a Little Lamb (Buddy Guy) E ^8 Hurricane (Scorpions) * Runnin’ with the 
• Still Got the Blues (Gary Moore) * Texas ө”, Devil (Van Halen) « Smoke on the Water 
Flood (Stevie Ray Vaughan and Double = k (Deep Purple) • The Trooper (Iron Maiden). 
Trouble) • The ЇШЇ 15 Ru (B.B. King). Ч Book with Online А 
Book with Online Audio & Video =i 00152230 
00152183 


TEACH YOURSELF TO PLAY 


GUITAR 


Anji (Simon & Garfunkel) * Babe, I’m Gonna SONGS All Right Now (Free) * The Boys Are Back 
Tug | Leave You (Led Zeppelin) • Blackbird (The MEN ED n Town (Thin Lizzy) • Day Tripper (The 
Beatles) « Dee (Randy Rhoads) * Dust in | SES | Beatles) • Detroit Rock City (KISS) • Don't 
the Wind (Kansas) * Fire and Rain (James | Fear the Reaper (Blue Oyster Cult) * Refugee 
Taylor) • Little Martha (The Allman Brothers | (Tom Petty and the Heartbreakers) • Start 
Band) • Take Me Home, Country Roads Pu Me Up (The Rolling Stones) • Sultans 
(John Denver) * Tears in Heaven (Eric “= ie E of Swing (Dire Straits) • Sweet Home 
Clapton) Time in a Bottle (Jim Croce). (=a Alabama (Lynyrd Skynyrd) e Walk This Way 


; ; (Aerosmith). 
Book with Online Audio & Video N 
00152184 Book with Online Audio & Video 
00152181 


Each song includes online video lesson! 


FREE SHIPPING on orders of $25 or more! 


Mention ad code TCGTR. Least expensive shipping method applies. 
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Exploring Thirds 


BY SEAN MCGOWAN 


Mz genres and guitar styles in Amer- 
ican music are based on the all-impor- 


tant interval of a third. Melodies and solo 
lines are often constructed using thirds, and 
chord structures (for example, triads, and 
seventh chords) are built in thirds (some- 
times known as tertian or tertial harmony). 
The type of third interval—major or minor— 
will determine the characteristic sound of the 
chord, whereas fifths and sevenths do not 
have the same degree of influence. 

In this Weekly Workout, you'll learn differ- 
ent ways to map out and play thirds all over 
the fretboard. Lines based on thirds present 
great material for picking- and fretting-hand 
exercises, and also provide a solid foundation 
for melodic ideas and solos to explore in your 
improvising and writing. 


There are two types of thirds intervals: major 
and minor. A major third is the distance of 
two whole steps; a minor third is smaller, and 
equal to a whole step, plus a half step. Thirds 
can be played on the same string (Ex. 1a) or 
on adjacent strings (Ex. 1b). It's important to 


hear, as well as see and feel, the differences 
between major and minor thirds. In these 
examples, C is the root; Eb is the minor third, 
and E natural is the major third (two whole 
steps above C). However, these relationships 
are the same with any root, and they will 
look and feel the same on all adjacent 
strings, except for the G and B strings (Ex. 
1c) due to the guitar's standard tuning. 

Ex. 2a shows a common scale pattern for a 
C major scale (C D E F G A B). You can think of 
the notes corresponding to numbers 1, 2, 3, 4, 
5, 6, and 7. If you play every other note in suc- 
cession, for example, C E G B D F A, then you 
are moving through the scale in thirds (Ex. 2b), 


Play these exercises very slowly, 
concentrating on clarity with every 
note. Start out by using strict alter- 
nate picking, especially as you move 
across the different strings. Try just 
one exercise per day before moving 
on to the next. 


and you can think of the numbers as 1, 3, 5, 7, 
9, 11, and 13. Note that the scale degrees 2, 4, 
and 6 have become 9, 11, and 13 because they 
are now above the octave C (8)—this is why 
chord symbols only feature extensions of 9, 11, 
and/or 13. Ex. 3 illustrates an alternate pattern 
for a two-octave C major scale with the root on 
the low E string, as well as another option for 
moving across the strings in thirds. These 
examples are great guitar warm-ups, as they 
require some serious cross-picking to move up 
and down the strings. 

Try Ex. 4, for instance, which features the 
notes of C major in a combination of the thirds 
and scale patterns in Ex. 3, ascending and 
descending, for a new workout challenge. 
Finally, Ex. 5 offers a killer workout by moving 
through C major in thirds, using four-note 
sequences. Incidentally, this particular exercise 
utilizes a pattern of diatonic seventh-chord 
arpeggios for C major, a favorite exercise 
among classical and jazz pianists. 


This week, you'll work with the same concepts 
as you did in Week One, but now applied to 
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minor and dominant-seventh chord types. Ex. 
6 is the C Dorian mode (C D EbF G A Bb) 
presented in thirds. Of course, you can play any 
scale or mode with thirds patterns; this 
example uses Dorian as it works well over 
minor seventh chords. 

Ex. 7 combines the ascending thirds pattern 
starting on the low E string, but this time it 
descends in the Dorian mode in sequential pairs 
of thirds. These combinations are sometimes 
known as "broken thirds," as they continuously 
move up and down through a scale. They are 
great exercises for both the fretting and picking 
hands. Ex. 8 shows an ascending-thirds finger- 
ing for a C7 chord—using C Mixolydian (C D E 
F G A Bb) as the mode—starting on the fifth 
string. Ex. 9 uses the same ascending thirds/ 
descending broken thirds pattern you see in Ex. 
7, this time over a C7 chord. 


In addition to using these lines for technical 
workouts, spend time improvising with these 
concepts over chord changes in your favorite 
songs. Ex. 10 uses the concepts from Ex. 6 and 
Ex. 7 over a basic Cm7-F7 chord vamp. Ex. 11 
features a line that would work equally well in 
an up-tempo bluegrass song, or medium swing 
blues. The melodic line over G7 features an 
ascending line in thirds reaching up to the 
ninth of the chord before coming back down 
the scale. Then, a combination of broken thirds 
is used to rappel back down the C7 chord. 
These thirds concepts can help you break out of 
the dreaded “scale rut,” where solos tend to 
sound just like scales running up and down in 
stepwise motion. 


WEEK THREE 
Thirds also can be played concurrently, to 


create a vibrant sound known as double stops. 
Just as broken thirds alternate between major 
and minor thirds, double stops will either be 
major or minor, depending on the combination 
of notes. Ex. 12 harmonizes the first three 
notes of a C major scale, in thirds. This is a 


Beginners’ Tip #2 


In addition to the fingerings and pat- 
terns illustrated here, try coming up 
with your own fingerings, and write 


them down in a practice notebook. 
For example, instead of starting the 
pattern with your fourth finger (as in 
Ex. 7 and Ex. 9), you could start with 
your first or second finger and come 
up with your own patterns. 
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useful way to thicken up your sound, especially 
if you're a solo performer or the only guitarist 
in your group. You can also add some chro- 
matic motion in your double-stop line to create 
interest, as in Ex. 13. Jerry Reed and Chet 
Atkins were masters of employing double stops 
using thirds (and fourths) in their solos, and 
this technique works especially well in a 
country-roots setting. 

Ex. 14 shows a double-stop line in thirds 
over a Cm7 chord, while Ex. 15 and Ex. 16 
incorporate chromatic motion, dominant 
ninth sounds, and sliding over dominant 
seventh chords. There are a few different 
ways to pick double stops. Since thirds will 
always occur on adjacent strings, you could 
simply articulate both strings with a flatpick. 


Beginners’ Tip #3 


Explore and map out double-stop 


ideas for all different types of chords 
so that you can effortlessly drop them 
in and out of a single-note solo. 


Or, you could use hybrid picking with the pick 
on the lower note and the middle finger 
sounding the top note. Many country players 
opt for combining a thumbpick with the index 
finger, especially if they have a little bit of 
nail, which gets closer to the sound of a pick. 
Finally, fingerstyle players can find a comfort- 
able combination of the thumb with the 
index/middle fingers. I recommend trying 
and practicing all of these approaches, so 
you’re ready for any musical situation. 


WEEK FOUR 

The final workout shows some lead lines 
using all of the different techniques you’ve 
explored over the past three weeks. Ex. 17 
features a common chord progression (I- 
ii-V-I) in the key of C. The first measure 
starts with some double stops built from a C 
major scale. The second bar outlines a Dm7 
chord in thirds (essentially playing a Dm7 
arpeggio up and down) before moving into a 
broken thirds line over the G chord, and then 
wrapping things up with more double stops 
(with a little chromatic move) over the 
resolving C chord. 


Ex. 18 illustrates some of the same ideas 
over a minor-chord vamp. Notice the melodic 
arc that is created over Cm7 by ascending up in 
thirds before cascading back down in broken 
thirds to resolve to where the line started. 
Again, a great way to prevent your solos from 
sounding excessively scalar is to incorporate 
these concepts of thirds, broken thirds, and 
double stops. You're still playing the notes in 
the scale, but presenting them in an interesting 
and creative way. 


Sean McGowan (seanmcgowanguitar.com) is a 
jazz and acoustic guitarist based in Denver, 
where he directs the guitar program at the 
University of Colorado. 


Beginners’ Tip #4 


Create several of your own melodic 


lines and patterns using the ideas in 
this lesson. Make sure to either 
write them down or record them so 
you don’t forget. 


Ex. 11 Ex. 12 
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Sheetrock Music 


Cage the Elephants 'Ain't No Rest for the Wicked’ 


began on a construction site 
BY ADAM PERLMUTTER 


att Shultz, a plumber from Kentucky, 
was working a construction job when 
inspiration struck. Not having paper handy, he 
quickly jotted down some lyrics on a scrap of 
drywall. Shultz later turned the lyrics into a 
song with his band, Cage the Elephant. In 
2008, "Ain't No Rest for the Wicked" went to 
No. 3 on Billboard's Alternative Songs chart 
and No. 8 on its Mainstream Rock Tracks. 
"Ain't No Rest for the Wicked" is a simple 
four-chord jam that chronicles the nefarious 
pursuits of a trio of characters. The song is 
based in the key of G major, with the inclusion 
of the bIII chord, Bb, giving it a bluesy vibe—a 
feel that’s reinforced by bottleneck slide fills. 
To play the song, you’ll need to have a 
good handle on muting your strings. Start by 
fretting a chord. Then release the fret-hand 
pressure, but don’t lift your fingers off of the 


strings. When you strum, you should hear a 
tight, percussive sound. Now, pick a single 
chord; then, using any steady strumming 
rhythm, alternate between playing the chord 
and muting it. 

Once you’ve got a handle on muting, learn 
the song section by section. If the rhythms 
look unfamiliar, set your guitar down and 
work on counting them. When you're ready to 
play the strumming patterns on your guitar, 
note that the Xs in notation and tab indicate 
muting—that’s where you’ll deaden the 
strings while continuing to strum. Though the 
strumming might look complicated, it’s actu- 
ally pretty straightforward: downstrokes on 
the beats and the “ands” and upstrokes every- 
where else. In the verse and chorus, keep your 
pick hand moving in continuous 16th notes— 
down, up, down, up—and if you switch 


AIN’T NO REST FOR THE WICKED 


Matt Shultz 


chords in the right places, everything should 
fall neatly into place. 

As for the bottleneck part (which is not 
shown in notation), you can easily improvise 
your own fills using the following strategy: 
slide between frets 3 and 5 on strings 
2 through 4, punctuating things with the open 
D, G, and B strings. Occasionally slide up to 
the 15th fret on strings 1 and 2, and then back 
down, for dramatic effect. AG 


BY CAGE THE ELEPHANT 


Chords 
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1. Iwas walkin’ down the street 


Bb 
When out the corner of my eye 


c Bb F 
| saw a pretty little thing approaching me 


G 
She said, “I’ve never seen a man 


Bb 
Who looked so all alone 


с Bb F 
Oh could you use a little company 


G 
And if you pay the right price 
с 
Your evening will be пісе 


c Bb F 
And you can go and send me on my way” 


G 
| said, "You're such a sweet young thing 


с 
Why you do this to yourself" 


с G 
She looked at me and this is what she said 


Chorus 
G B C F 
Oh there ain't no rest for the wicked 
G B C F 
Money don't grow on trees 
G 
| got bills to pay 
BC F 
| got mouths to feed 
G Bb С F 
And ain’t nothing in this world for free 
G 
Oh no I can't slow down 
B C F 
| can't hold back 
G B С F 
Though you know | wish | could 
G Bb С F 
Oh no there ain’t no rest for the wicked 
G В, С F 


Until we close our eyes for good 


AIN’T NO REST FOR THE WICKED 


Verse 2 


Not even 15 minutes later 

I’m still walkin’ down the street 

When | saw the shadow of a man creep out of sight 
And then he swept up from behind 

He put a gun up to my head 

He made it clear he wasn't lookin' for a fight 

He said, "Give me all you got 

| want your money not your life 

But if you try to make a move | won't think twice 
| told him, "You can have my cash 

But first you know | gotta ask 

What made you wanna live this kind of life” 

He said 


Repeat Chorus 


Interlude (play Chorus strum x 4) 


Verse 3 


Well now a couple hours passed 

And | was sitting іп my house 

The day was winding down and coming to an end 
And so | turned to the TV 

And flipped it over to the news 

And what | saw | almost couldn't comprehend 

| saw a preacher man in cuffs 

He'd taken money from the church 


He'd stuffed his bank account with righteous dollar bills 


But even still | can't say much 
Because | know we're all the same 
Oh yes we all seek out to satisfy those thrills 


Chorus/Outro 


You know there ain't no rest for the wicked 
Money don't grow on trees 

We got bills to pay 

We got mouths to feed 

And ain't nothing in this world for free 

Oh no we can't slow down 

We can't hold back 

Though you know we wish we could 

Oh no there ain't no rest for the wicked 
Until we close our eyes for good 
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Fight Song 


BY ADAM PERLMUTTER 


CC carborough Fair,” a traditional English 

Su. was the source of one of the 
greatest feuds in folk music. It began in the 
mid-1960s, when the American singer- 
songwriter Paul Simon spent a brief period in 
London ensconced in the city’s folk scene. 
Simon met the British troubadour Martin 
Carthy at a dinner party, and Carthy jotted 
down his arrangement of “Scarborough Fair” 
for his new friend. 

Carthy was surprised and angered when 
Simon and Garfunkel released the song on 
their 1966 album Parsley, Sage, Rosemary and 
Thyme, with the arrangement credited to 
Simon (see feature on p. 37). For decades, 
Carthy resented Simon for having poached the 
tune. But it turns out Simon hadn’t actually 
received royalties from the song. It took until 


[7 L 


Record on-the-go with a TASCAM 
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desktop audio production with 
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2000 for Carthy and Simon to clear things up, 


but their reconciliation was warm that year 
when they performed “Scarborough Fair” 
together at a concert in London. 

The notation here depicts Carthy's version 
as recorded on his self-titled 1965 debut 
album. I've arranged the song for two guitars. 
The one on the top line transfers Carthy's 
vocal melody to guitar, and the one on the 
bottom line captures his original six-string 
accompaniment note-for-note. 

Both guitars are capoed at the fourth 
fret—the music is played in the key of A 
minor, but sounds in C# minor. Since there are 
no notes played simultaneously on 


non-adjacent strings, you can play the accom- 
paniment either fingerstyle or with a pick. 
You might enjoy playing the piece with a duo 
partner, trading off melodic and accompani- 
ment roles between verses. 

Also, if the tune sounds a little unusual to 
you, that's because it's based on the A Dorian 
mode, rather than the more common A natural 
minor scale. You can think of the A Dorian 
mode as the A natural minor scale, but with a 
raised sixth. To hear what a different mood this 
subtle alteration creates, play the A natural 
minor scale (A B C D E F G), followed by the 
A Dorian mode (A B C D ЕЕ G.) Then, steal 
the Dorian mode for your own use. AG 
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Texas Flood 


BY ADAM PERLMUTTER 


n 1900, Hurricane Galveston killed 8,000 
I people living on the bustling barrier island 
on the Texas Gulf Coast. "Wasn't That a 
Mighty Storm" chronicles the tragedy, which 
remains the greatest natural disaster in 
US history. 

The song, with its spiritual overtones, was 
a staple in black churches shortly after the 
storm. In 1934, the excellently named 
preacher “Sin-Killer” Griffin and his congrega- 
tion of prisoners at Darrington State Farm in 
Texas sang it for folklorist and musicologist 
John Lomax's recording machines, providing 
the first permanent document of the song. 

Since then folk singers including Eric von 
Schmidt, Tom Rush, Nanci Griffith, Tony Rice, 
James Taylor, and others have put their 
imprint on ^Wasn't That a Mighty Storm." 

I've used Griffin's recording as the basis for 


Performers Sought 


For the San Francisco Bay Areal 


& Roses: 


Tom Rush 


this arrangement. The preacher and his con- 
gregants sang it in the key of A, without 
instrumental accompaniment. It’s arranged 
here in the friendly key of G, harmonized with 
a I-IV (G-C) progression. 

Even if you’ve just started playing guitar, 
the song should be easy to pull off. You can 
repeat the two-bar pattern shown in notation 
throughout. Here’s a tip for strumming “Wasn’t 


I lope and I lealing Through Live Music 


Volunteer your musical 
talent to bring hope, 
healing and joy to our 
neighbors most in need. 


Bread & Roses has been 
bringing live music to 
hospitals, convalescent 

homes, rehabilitation 
facilities, jails and more 
since 1974. We are always 
looking for enthusiastic 
performers to join us! 


www.BreadAndRoses.org, 
415-945-7120 
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That a Mighty Storm": Keep your pick hand 
moving in a perpetual down-up movement, in 
eighth notes (two per beat), even when you're 
not playing a chord. For instance, on the “and” 
(second eighth note) of beat 1, play an 
upstroke without attacking the strings. 

Once you've got it down, be sure to save 
this serviceable strumming pattern for many 
other folk and pop songs. AG 
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WASN'T THAT A MIGHTY STORM TRADITIONAL 


Strumming Pattern 


Chords 
P e | e 
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3 0 3 
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* "= down; V = up 
G с G Repeat Chorus 
1. _...Galveston with a sea wall 
с G Now Death in 1900 


To keep the water down 


с G 
But the high tide from the ocean 


с G 
Washed water over the town 


Chorus 


G с G 
Wasn't that a mighty storm 


с G 


Oh wasn't that a mighty storm with water 


Cc G 
Wasn't that a mighty storm 


с G 
That blew the people away 


2. Theirtrumpets give them warning 
You'd better leave this place 
They never thought of leaving 
Till death looked them in the face 


Repeat Chorus 


3. The trains they were loaded 
With people leaving town 


The tracks give away from the ocean 


The trains they went on down 


Repeat Chorus 


4. Death like a cruel master 
As the wind began to blow 
Rode out on a train of horses 
Said, "Death let me go" 


That was 15 years ago 
You throwed a stone at my mother 
With you she had to go 


Repeat Chorus 


Now Death your hands is icy 
You've got them on my knees 

You done carried away my mother 
Now come back after me 


Repeat Chorus 


The trees fell on the island 

The houses give away 

Some people strived and drownded 
Some died 'most every way 


Repeat Chorus 


The lightning played an emblem 
The thunder began to roar 

The wind it began blowing 

The rain began to fall 


Repeat Chorus 
The sea it began rolling 
The ships could not land 


| heard the captain crying 
"Please save a drownding man" 
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The what and why 
of DI boxes 
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Repairing a Martin 
D-18 


, " William Matthews » - 
his first cowboy guitar for 
Martin, the 2015 edition. 


84 


Yamaha's innovative 
TransAcoustic 


How the West Was Strummed 


BY ANNA PULLEY 


he Golden Age of the cattle drive lasted a 

mere 20 years, from 1866-1886. But the 
cowboy has since occupied a distinct role in 
American consciousness. A lone figure, often 
on a horse, tending to nature's perilous land- 
scapes and occasional scofflaws, the cowboy is 
seen as a folk hero, a symbol of all that is 
untamed and unknown in the vast American 
West. And, since the 19305, these lone figures 
have often come equipped with a guitar. 
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The singing cowboys of television, movies, 
and radio—including Gene Autry, Roy Rogers, 
and Tex Ritter—led to the creation and popu- 
larity of the cowboy guitar. The typical cowboy 
guitar is a standard-sized acoustic with 
Western scenes painted on the face—a tradi- 
tion that artist William Matthews is carrying 
on today with his latest work on Martin Gui- 
tar's LE Cowboy 2016 ($4,999 MSRP), a lim- 
ited-edition, 000-size 12-fret flat top adorned 


with Matthews' dynamic image of a bucking 
horse and rider (see review on p. 82). 

This is the second cowboy guitar Mat- 
thews has designed for Martin. 


atthews is a widely exhibited artist well- 
known for his intricate watercolor depic- 
tions of working cowboys, ranches, and 
landscapes of the American West. He's been 
drawing Western scenes since he was 20, 
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starting with Western-themed album covers for 
Warner Bros. and Capitol Records. His first was 
the tranquil cover of Leo Kottke's 1972 release 
Greenhouse, but Matthews also did covers for 
Dan Hicks and the Hot Licks, Allman Brothers 
guitarist Richard Betts, and others. Now in his 
60s, Matthews' work appears in numerous 
books (including Pulitzer Prize-winning author 
Annie Proulx's Close Range), museums such as 
the National Cowboy Hall of Fame, and even on 
US postage stamps, as well as on posters for the 
long-running National Cowboy Poetry Gath- 
ering in Elko, Nevada, and the Telluride Blue- 
grass Festival. Telluride is where Matthews met 
Chris Martin, CEO of Martin Guitars, a couple of 
decades ago, and a seed was planted. 

*[Chris Martin] knew that I was connected 
to the Nevada buckaroo world and he wanted 
something that was authentic, so he asked me 
to do it," says Matthews, speaking via video 
phone while on the road in California. “The 
problem was it took a long time before we 
could actually get a good [cowboy] guitar... 
because the printing technology didn't exist." 


‘I love the great traditions 
... the simplicity and 
beauty of a piece of wood? 


A “long time” turned out to be roughly 20 
years, which was how long it took for the tech- 
nology to catch up to Matthews’ vision of a 
great cowboy guitar. In the meantime, he 
worked with Martin on other guitar designs, 
which included pearl inlays and other orna- 
mental flourishes. “I’m very particular when it 
comes to painting on a guitar,” Matthews says. 
“I love the great traditions. I love the simplicity 
and beauty of a piece of wood, and I'm always 
skeptical of anything that's going to interfere 
with it. I’m the toughest critic in doing this.” 

Once the printing technology became avail- 
able, Matthews created his first cowboy guitar 
for Martin, the “Sagebrush Sea,” which debuted 
in 2015. It is based on a painting of Matthews’ 
friend, Jay Dee Harney, a celebrated buckaroo in 
California who died in 2013. “It was a way of 
acknowledging him,” Matthews says. “He was a 
real respected roper, wonderful guy, great horse- 
man. Lot of amazing men in that world.” 

The LE Cowboy 2016 features artwork 
from the Matthews painting “Tapadero.” The 
limited-edition guitar debuted at the Summer 
NAMM 2016 trade show in Nashville, in July, 
and will have an open-ended run until the 
end of this year. The auditorium 12-fret body 
has a thermally treated Sitka spruce top, 
quilted mahogany back and sides, grained 
ivoroid binding, a modified low oval neck, 


ebony fingerboard and bridge, and cowboy- 
themed artwork carried through on the head- 
stock. The guitar comes with a book and a 
DVD mini-doc about the artist. 


M atthews’ interest in cowboy guitars 
runs deep, not simply as an artist with 


a great respect for the culture of the Amer- 
ican West, but also as an avid collector—he 
has about 20 to 25 cowboy guitars in his 
arsenal. “I love old guitars and I have a really 
high bar for what painted guitars look like,” 
he says. 
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"Tapadero" comes from the name of the 
leather hood covering the stirrup of a saddle. 
"Tapaderos are a great symbol of the bucka- 
roo saddle, and it's also kind of wild 
and allows for a great gesture from the 
bucking horse," he says. "You can see the 
tapadero flying." 

The movement and sweeping textures of 
"Tapadero" also speak to Matthews' visceral 
style—his paintings are evocative stories that 
transport viewers into a world unknown to 
many, and keep the mythology of the Ameri- 
can West alive, and well, kicking. AG 
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A DI Primer 


The what and why 
of direct boxes 
BY PETER JANIS 


ave you ever tried to plug your guitar or 

bass directly into a PA system and been 
disappointed by the result? The solution—the 
key to getting a good guitar sound through 
your PA—is a direct input box, also known as a 
DI—a specially designed interface that 
supports connecting an acoustic guitar, bass, 
or other instrument directly to a PA system. 


WHAT'S THE PROBLEM? 

Acoustic guitar pickups are usually designed 
to sound their best when plugged into a high- 
impedance input, using an unbalanced 
cable—a cable with a single shielded wire, 
like a common guitar cord. High-impedance 
signals work well over short distances—a 
10-foot guitar cord, for example—but, using 
long, unbalanced, high-impedance cables can 
lead to signal loss, have a negative effect on 
tone, and pick up noise from electromagnetic 
fields (created by lights, air conditioning, 
and so on). Most mixers, on the other hand, 
are designed to accept a low-impedance 
signal, which is delivered via a balanced 
cable that uses a pair of shielded wires, 
usually with XLR connectors—like a typical 
microphone cable. Low-impedance signals 
can be run over very long distances—such as 
a mixer in the back of a room or concert 
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hall—without signal loss, and the two-wire 
design of a balanced cable helps eliminate 
noise from stray electromagnetic fields. 

A DI allows the worlds of high-impedance 
guitar outputs and low-impedance mixer 
inputs to work together, by converting a high- 
impedance unbalanced signal to a low-imped- 
ance balanced signal. Along the way, it reduces 
the output level of a guitar pickup to the rela- 
tively low level expected by a mixer's mic 
inputs, which helps prevent distortion from 
overloading the mixer inputs. Bottom line: A 
DI helps ensure that your guitar sounds its 
best by providing the correct signal to your PA 
system's mixer. 


Dis THEN & NOW 

The first direct boxes appeared in the 1970s, 
and were originally very simple devices— 
basically transformers in a box, with the 
appropriate Y%4-inch input and XLR output. 
Over the years these nondescript devices 
have evolved, delivering higher sound quality 
with lower noise, and often adding features 
that go far beyond simply converting 
between signal types. 

One useful feature found on many DIs is an 
unbalanced thru output—the input signal is 
split into two outputs: a low-impedance XLR 
output and a high-impedance unbalanced 
Y4 -inch output. In a typical stage setup, you 
might plug your guitar into the DI, and then 
run a mic cable from the DI's XLR output to a 
mixing board while also running a guitar cable 
from the DI's unbalanced output to an onstage 
guitar amp. This allows you to control your 
sound onstage independently from the sound 


of the PA system. Using the split DI output, you 
can change stage volume, change the EQ, add 
(or turn off) reverb, and so on, to fine-tune 
your onstage sound, without affecting the 
sound sent through the DI to PA system. You 
can hear what you need to hear to play your 
best, while the sound engineer ensures that the 
audience hears a good sound in the room. 


ACTIVE OR PASSIVE? 

Modern DIs may be passive, like the original 
designs, or they may be active. An active direct 
box is basically a preamp that converts the 
high-impedance input to a low-impedance 
output. An active DI may add a preamp to a 
transformer-based design to provide a 
stronger signal, or it may consist entirely of 
electronics, with no transformer at all. Some 
active DIs require 9-volt batteries or a power 
adapter, but others can be powered by the 
48-volt phantom power provided by nearly all 
mixing consoles, which is very convenient— 
no more dead batteries! 

There can be sonic differences between 
active and passive DIs. Active DIs are often 
compared to condenser mics—they may have 
an extended frequency response, enabling a 
shimmer in the top end. The sound quality of 
an active DI is dependent on the quality of the 
electronics, but ideally, they convey the sound 
accurately and transparently. 

On the other hand, the transformers used 
by passive DIs tend to alter the sound some- 
what, adding a bit of color. This may sound 
like a bad thing, but actually, some transform- 
ers are highly prized for the way they affect 
your tone. Transformers are analog devices, 


and share the appeal and mystique of record- 
ing to tape, or playing through a tube ampli- 
fier. Like tape and tubes, a transformer can 
introduce a natural compression that sounds 
pleasing to the ear. In addition, transformers 
do not distort the same as their active counter- 
parts when overdriven—they produce smooth 
analog saturation that sounds pleasing, 
instead of the harsh digital distortion that you 
can get from overdriving a solid-state preamp. 
However, some active DI designs employ an 
internal switching power supply to increase 
headroom, reducing the chance of distortion 
when overdriven. 

Deane Jensen wrote the book on transform- 
ers back in 1974 and even today many people 
consider his nickle-core transformers to be the 
best money can buy. People often characterize 
Jensen transformers as sounding^warm." Inex- 
pensive iron-core transformers, on the other 
hand, may produce a harsher tone. 


PICKUPS & Dis 

When choosing a DI, it can be helpful to 
consider the type of pickup you plan to use. 
Many acoustic pickup systems include a 
battery-powered onboard preamp that buffers 
and amplifies the signal, while others are 
passive, with no onboard electronics. Systems 
that use undersaddle pickups typically have 
an onboard preamp, although there are a few 
passive undersaddle pickups. The most 
common passive pickups are soundboard 
transducers (SBTs) such as those made by 
K&K Sound, and magnetic soundhole pickups 
such as the Sunrise or L.R. Baggs M1. 

If your guitar has an onboard preamp, 
both active and passive DIs can work 
well. For passive pickups, an active DI may 
produce better results because it also acts as 
a preamp and provides more gain. Under- 
saddle and soundboard pickups use piezo ele- 
ments, which are particularly sensitive to 
input impedances. With passive piezo 
pickups, a DI that presents a 5-meg or even 
10-meg ohm input will produce a broader 
frequency response. Magnetic pickups sound 
best with input impedances ranging from 
200k-ohms to 1 meg-ohm. Some DIs even 
allow you to adjust their input impedance, 
which allows you to adapt to different 
pickups or fine-tune the sound. 


DEALING WITH STAGE GREMLINS: 
FEEDBACK & NOISE 

Many modern 015, both active and passive, 
have other features that can be essential 
onstage. For example, feedback is often a 
challenge for acoustic guitarists. One feed- 
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back scenario occurs when the sound from 
the PA causes the guitar top to vibrate at very 
low frequencies. Some direct boxes have a 
high-pass filter (also called a low-cut filter) 
that can eliminate bass frequencies below the 
range of your guitar. Activating the filter can 
clean up your sound and reduce low- 
frequency feedback. 

Another problem occurs when the sound of 
the PA is in phase with the motion of your 
guitar top. The sound waves and top motion 
can reinforce each, leading to feedback. Many 
DIs have a switch (sometimes labeled as a 
“phase switch") that reverses the polarity of 
the signal, causing the guitar motion and 
sound waves to cancel out, preventing the 
feedback loop. 

EQ is another way to deal with feedback, 
and some active DIs include tone controls. 
Unfortunately, using EQ to fix feedback will 
also affect your tone, perhaps not in the way 
you like. Remember the first rule when it 
comes to EQ-ing: Less is best! Using DI fea- 
tures like polarity switches and low-pass 
filters may be enough to eliminate feedback, 
making it easier to preserve more of your 
natural tone. 

DIs can also help solve some common 
problems with noise. When you connect a 
guitar to two or more pieces of electronics—a 
mixer and an amplifier, for example—the two 
don't always play well together. A phenome- 
non known as a ground loop can result in a 
loud hum that is guaranteed to detract from 
your performance. Many direct boxes have a 
feature known as a ground lift, which breaks 
the loop and eliminates the hum with the flip 
of a switch. The transformers in passive DIs 
can also help to reduce noise by isolating the 
instrument and amp from the PA, which is one 
reason you usually see almost everything— 
even electronic keyboards—using a DI on any 
professional sound stage. On sound stages, 
using a DI is simply considered to be basic 
audio hygiene. 


TONE TO DI FOR 

A DI may not be as glamorous as an effects 
box like a reverb or chorus, but it can have a 
big effect on the quality of your sound. A DI 
can help you interface correctly to a PA, 
produce a cleaner signal, reduce distortion, 
eliminate feedback, and deliver a better 
sound to your audience. A DI may be the 
most important piece of gear you own, 
because when things sound right, you almost 
always play better. 


Doug Young contributed to this story. 
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Instrument care and maintenance is 


an integral aspect of owning a guitar, 
and when carrying out your regular 
checks and cleaning routine, it's 
important to check the condition of 
each and every component of your 
guitar. Did you know that a buildup 
of debris in the gaps between the 
windings of a guitar string can 
seriously impact the tone? The result 
is that you're changing your strings 
more frequently — a time consuming 
and costly practice. 


Thats where Elixir Strings come 
in. Elixir Strings sound better for 
longer, removing the hassle and 
expense of frequent string changes. 
Now players spend more time doing 
what they love most — making 
music. 
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Hank Williams once owned 
this classic 1946 D-18. 


To Reset or Not to Reset? 


BY MAMIE MINCH 


I am somewhat anxious about 
whether or not to commission 
“major surgery” on a vintage 


(1962) Martin D-18. Because this instrument 
has no truss rod, it needs a neck reset and 


Mamie Minch 
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Uncertain about guitar care and 
maintenance? The ins-and-outs 
of guitar building? Or a topic 
related to your gear? 


refretting in order to make it comfortably 
playable. This procedure is quite expensive 
and there is, of course, no guarantee of 
success. The guitar is in superb condition 
otherwise, and I am therefore concerned 


Ask Acoustic Guitar's 

resident repair expert. Send 

an email titled “Repair Expert" 
to editor Greg Cahill 

at greg.cahill@stringletter.com, 
and he'll forward it to our 
expert luthier. 


about how such repairs may affect the status 
of its “original condition.” Will its value in 
that regard be compromised? Do such 
considerations override playability? 

—Jim Moscovich, London, Ontario, Canada 


If AG selects your question 
for publication, you'll receive 
a complimentary copy of 
AG's The Acoustic Guitar 
Owner's Manual. 
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A great question. You sound like a 

curious guitar owner, and you're 

interested in doing right by your 
investment—kudos to you. I want to ease 
your fears about commissioning a neck set 
and refret for your guitar. In fact, you're in a 
great position: You have a cool guitar in 
excellent condition and you get to hire the 
right repair person to make it play at its best. 
Lots of people are dealing with poorly done 
repairs that may have happened decades 
before they acquired a guitar. Those are 
much worse problems to have! 

It sounds like you need to hear exactly 
how common this repair is—a vintage Martin 
that never needs it is the exception. In a busy 
working repair shop, performing a neck set 
on a Martin is an everyday repair, and a refret 
is generally done at the same time. Instead of 
thinking about this “major surgery" as emer- 
gency triage, think about it as a routine pro- 
cedure that will improve your D-18's quality 
of life. When neatly done, the only thing 
you'll notice is how good the guitar is. 


With 150-plus pounds of 
pressure on a guitar over 
decades, you'd expect to 
see certain things give. 


Martin guitars have been built quite pre- 
dictably through the decades, so repair techni- 
cians know what they're getting into when 
they take one apart. They know the glue used, 
the location and angle of the dovetail, how the 
wood might behave. This is also how they 
know that your 1962 D-18 certainly does have 
a truss rod—it's just not adjustable. Satisfy 
yourself: Take a strong magnet to the back of 
the neck. In that era, it's a T-shaped steel bar 
running the length of the neck. These are typi- 
cally gangbusters at keeping the neck straight. 

So why do Martins all seem to need a neck 
reset? A few things add up to the answer. With 
150-plus pounds of pressure on a guitar over 
decades, you'd expect to see certain things 
give. On any guitar, the top may stretch 
upwards, the bridge may pull up and need 
regluing. On a Martin, additionally, the arch in 
the back will be drawn flatter, luthier Paul 
Hostetter notes, and the straight neck will pull 
forward at the neck joint. Add all this together 
and there's a hinge effect right where the neck 
meets the body. Furthermore, lots of Martins 
came out of the factory with what modern 
eyes see as a slightly too shallow neck angle. 
Both the strengths and weaknesses of their 
designs were consistent. 


Let's talk about value as a concept for a 
moment. Resale value is one way to think about 
it—if an object is just interesting to a collector, 
someone who would put it behind glass, then its 
playability doesn't affect what it is worth to them, 
only things like it's provenance and condition 
would. But I think of a 605 Martin D-18 as a very 
usable vintage guitar, and generally, so does the 
fair market. You want to play it, don't you? If you 
were to sell it to someone, wouldn't they want to 
play it? What if a guitar had the potential to 
sound and feel really good, but doesn't do either 
because it has a bad neck angle and needs new 
frets? That would be a shame—and you'd be the 


ASK THE EXPERT 


proud owner of some expensive kindling! 

Don't feel nervous about getting this 
repair done—find a repair shop or indepen- 
dent luthier in your area that has a solid repu- 
tation working with vintage flattop guitars. 
Talk to other players you know, go online (but 
only if you're prepared to be flooded with 
information), and satisfy your mind. Settle on 
someone you feel confident dealing with. 
Then, trust them. They've done this before. 


Mamie Minch is the co-owner of Brooklyn 
Lutherie. She is the former head of repair at 
Retrofret Guitars and an active blues player. 
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Bucking Bronco 


Martin's latest limited-edition Cowboy is 
a winning triple-0 with a lively voice 


BY ADAM PERLMUTTER 


A t first blush, Martin's LE Cowboy 2016 
seems more whimsical than serious. The 
guitar's soundboard is emblazoned with an 
image of a bronco-riding cowboy, his ten-gallon 
Stetson thrown high into the air. This effect calls 
to mind the toy and budget guitars of the 1930s 
and '40s, stenciled with Western themes. 

But my impression of the Cowboy takes a 
sharp turn when I actually play it. The instru- 
ment has all the hallmarks of a great 000: 
a brilliant, piano-like response and a sound 
that's distributed evenly across the frequency 
spectrum, from clear, generous trebles to 
rock-solid bass notes. I even warm up to the 
guitar's artwork, courtesy of William Mat- 
thews, known for his watercolors depicting 
ranch life (see the Makers & Shakers profile 
on p. 76). His whimsical design makes the 
guitar just a little more fun to play. 


The Cowboy is built on 
Martin's 12-fret 000, or 
auditorium platform, which 
many players consider the 
ultimate fingerstyle guitar. 


A WELL-ROUNDED CHAMP 
The Cowboy is built on Martin's 12-fret 000, 
or auditorium platform, which many players 
consider the ultimate fingerstyle guitar. This 
test model does not disappoint in that 
capacity. Whether I'm playing an arrangement 
of a Scott Joplin rag or a Celtic piece in drop-D 
tuning, the Cowboy feels dynamically respon- 
sive to the pick hand. The guitar has a vivid 
and pretty voice and it sounds broken-in, 
likely owing to the fretboard's torrefied 
Vintage Tone System (VTS) treatment: the 
Adirondack spruce soundboard has essentially 
been cooked under pressure, transforming its 
cellular structure such that it behaves and 
looks like the wood on a prewar guitar. 
Single-note flatpicked lines sound terrific on 
the Cowboy, with plenty of brawn and defini- 
tion in all registers and a light natural reverb to 
boot. The guitar responds favorably to strum- 
ming as well. It has a decent amount of head- 
room for a small-bodied instrument and sounds 
just as good when treated to cowboy chords in 


the Carter style as it does for four-to-the-bar 
jazz comping with closed-position seventh 
chords. It's definitely a well-rounded performer 
at home in a range of styles. 


A LUXURIOUS COWBOY 

I've been consistently impressed by the play- 
ability of all the new Martins I’ve tried in recent 
years, and the Cowboy is no exception to this 
trend. The neck features the modified low oval 
profile, which is one of Martin's most comfortable 
standard shapes. This profile, paired with a satin 
neck finish, feels sleek and fast—and generally 
non-straining on the fret hand. A Plek treatment, 
or computerized fret leveling, also contributes to 
the smooth playability. 

The instrument is dialed in perfectly. 

I've also been wowed by the craftsmanship 
on recent Martins, and the Cowboy is one 
superlatively built guitar from stem to stern. 
The gloss finish on the body is perfectly pol- 
ished and free from any imperfections. The 
box’s interior aspects have been tended to with 
great care—there are no rough surfaces, glue 
gobs, or tooling marks. I can’t find any flaws at 
all on the instrument. 

In addition to the soundboard design, the 
Cowboy is brimming with special details. The 
slotted headstock has an ebony headplate, 
decorated with a mother-of-pearl saddle inlay. 
Engraved Golden Age Relic tuners with ivoroid 
knobs lend a nice old-school effect to the 
headstock. The rope purfling and back strip 
are similar to that used on Martin’s Style 30 
guitars, from the mid-1800s to the early 
1900s. This pattern, incorporating multi- 
colored wood fiber, adds a subtle bit of eye 
candy to the guitar. Also, the mahogany used 
for the back and sides is dramatically quilted, 
instead of the usual straight-grained stuff. 

Martin’s LE Cowboy 2016 clearly isn’t a 
guitar for everyone. Some players will not appre- 
ciate the bucking-bronco artwork, and purists 
might be put off by the guitar’s simple dovetail 
neck joint, rather than Martin’s traditional dove- 
tail, which is considered sonically superior. But 
the Cowboy is a beautifully made and lovely 
sounding 000 that is worthy of any serious gui- 
tarist. And, with a limited run through the end of 
the year, it’s an instant collectible for the diehard 
Martin fan or lovers of Western lore. AG 
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AT A GLANCE 


MARTIN LE 
COWBOY 2016 


BODY 
Auditorium 12-fret 000 size 


Adirondack top with VTS 


Quilted mahogany back and sides 


Ebony bridge 


Gloss finish 


NECK 
Mahogany 


Bone fingerboard and nut 


24.4-inch scale 
13/4-inch nut 


Golden Age Relic nickel 
side-mount tuners 


Satin finish 


EXTRAS 

Martin SP Lifespan 92/8 Phosphor 
Bronze Light (MSP7100) strings 
(12-56) 


Ply hardshell case 


PRICE 
$4,999 list/$3,959 street 


Made in the USA 


martinguitar.com 
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FX Central 


BY ADAM PERLMUTTER 


t's a wonderful and uncanny experience to 
Le a spin on Yamaha’s LL-TA TransAcou- 
stic guitar. I’m in my office and not plugged 
into an amp, but it sounds and feels like I’m 
playing in a large, warm hall, thanks to the 
instrument’s built-in reverb and chorus. Then 
with the click of a button, the guitar sounds 
crisp and dry like a conventional steel-string— 
and a nicely balanced one at that. 

The LL-TA is great fun to play, whether or 
not its effects are engaged. The guitar has a rela- 
tively shallow neck and a perfect factory setup, 
with low action and super clean fretwork, which 
makes it easy to do anything I want. It feels just 
as effortless to play stretchy barre chords for 
extended periods as it does to improvise fast, 
single-note lines and chord melodies. And the 
neck’s rolled fingerboard edges give it a broken- 
in feel—like an old pair of jeans. 


The idea of built-in effects on an acoustic guitar is 
nothing new—the wooden Virzi Tone Producer in 
some 1920s Gibson mandolins and guitars, and 
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the metal bodies and cones of acoustic resonator 
instruments are some of the innovations that 
spring to mind. But the LL-TA marks the first 
modern acoustic designed to sound as if it's 
amplified with effects when unplugged. 

At the heart of the TransAcoustic system is 
what Yamaha calls an actuator, which is a metal 
contraption mounted inside the body that, when 
activated, reflects the string's vibrations, causing 
reverb and chorusing effects. The reverb and 
chorus levels are controlled by two small knobs 
mounted on the upper left bout, which also has a 
push-pull knob for turning the actuator on and 
off, and doubling as a volume control for the 
under-saddle pickup. The system is powered by 
two AA batteries, which are accessible through a 
sliding compartment near the endpin. 

The actuator delivers effects that are quite 
convincing—and very musical. The reverb, 
which has a spectrum from room to hall 
sounds, is rich and adds a generous amount of 
sustain, while the chorus lends a gorgeous 
shimmer that's especially nice for playing 
ringing arpeggios. The effects can be used 


The TransAcoustic is fun 
to play, whether or not its 
effects are engaged. 


individually or simultaneously, making for a 
broad palette of useable sounds. They also 
sound impressive when the guitar is plugged 
into a Fender Acoustasonic amplifier. 

One drawback to the actuator is that it 
adds mass to the LL-TA. Our review model 
weighs about 5.75 pounds. Another drawback 
is that, oddly, when both the reverb and 
chorus are turned all the way up and I play a 
chord having a low Bf root, either on the fifth 
string or the sixth, that note somehow feeds 
back, but it's as if the guitar is turned up loud 
and positioned close to an amp. 


Though the actuator is the main selling point of 
the LL-TA, the instrument is a nicely made 
guitar by any yardstick, built entirely from solid 
woods. The solid Sitka spruce soundboard has 


AT A GLANCE 


Yamaha dreadnought size 


Solid Engelmann spruce top 
with an A.R.E. (acoustic resonance 
enhancement) treatment 


Solid rosewood back and sides 


Ebony bridge 


Gloss vintage tint 
or brown sunburst finish 


Mahogany and rosewood 
five-ply neck 


Ebony fretboard 
25 %16 -inch scale 
1.75-inch nut 


Die-cast gold tuners 


Satin finish 


Yamaha TransAcoustic system 
with built-in chorus and reverb 


Piezo pickup 


Hard gig bag 


$1,600 list/$999.99 street 
Made in China 


usa.yamaha.com 


been subject to Yamaha's A.R.E. (acoustic reso- 
nance enhancement) treatment. As is becoming 
increasingly common, the torrefied wood has 
essentially been baked, to mimic the structural 
changes and sonic properties of wood that has 
spent decades on an instrument. 

Inside and outside, the LL-TA is meticu- 
lously built. The bracing and kerfing are 
applied cleanly and the body's finish is rubbed 
to a faultless gloss—the nut and saddle are 
both slotted with precision. It's a nice-looking 
guitar, too, with maple body binding, a fancy 


Starting at $1,409 


Escape the expected. Experience graphite. 
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abalone rosette, and gold tuning keys. 

As a conventional acoustic instrument, the 
LL-TA has an attractive enough voice. It’s per- 
fectly intonated, has a good balance between 
fundamentals and overtones, and a consis- 
tently strong sound between registers. Yet, 
the LL-TA isn't pitched at the guitarist looking 
for the ultimate acoustic tone. Instead, it's for 
a singer-songwriter looking for an inspiring 
instrument to write with, or a player looking 
to get into effects without having to deal with 
the hassle of external gear. AG 


Graphite Guitars 


1.800.788.5828 
www.rainsong.com 
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Killer Hogs 


Two all-mahogany Bristol guitars offer big bang for the bucks 


BY ADAM PERLMUTTER 


lay a Bristol BM-15 or BD-15 and you get 

the warm, midrange-forward tone you'd 
expect from a high-quality, solid-wood, all- 
mahogany guitar. But these instruments feature 
laminated soundboards, backs, and sides, and 
sell for only $200—about the same price as a 
decent hardshell case alone. Both guitars are a 
reminder of how good even the least expensive 
imported instruments can be these days. 

The BM-15 and the BD-15—a triple-O (audi- 
torium) and dreadnought, respectively, share 
the same appointments. Each guitar has a 
mahogany neck with a rosewood fretboard and 
a thin satin finish that allows the wood to 
vibrate more freely than the thick glossy finish 
often found on entry-level instruments. The 
appointments are minimal, but the headstocks 
are graced with an elegant torch motif inspired 
by fancy prewar instruments. 

The fit and finish on both of these hogs are 
consistently excellent. The frets are cleanly 
crowned and polished and smooth at the fin- 
gerboard's edges; the black ABS plastic nuts 
and saddles are notched with precision. Things 
often get messy on the insides of inexpensive 
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guitars, but not here—the braces and kerfing in 
both guitars are cleanly sanded and fitted. 

Bristol is the budget line of Saga Music, the 
distributor of Blueridge guitars, and shares 
the same attention to detail and tradition for 
which Blueridge is known. 


SUPERB PLAYERS 

Both the BM-15 and BD-15 have necks that are 
sleek and highly playable. The factory-set 
action on the guitars is optimally low, which 
will make learning that first barre chord easy 
for a beginner. While on the narrow side, the 
1 1/16 -inch nut still offers plenty of room for 
the fretting fingers, and the string spacing is 
ample for fingerpicking as well. 

Overall, the guitars share a warm tone, but 
with different body sizes they have contrasting 
voices. The BD-15 has slightly greater low-end 
response than its cohort—this is to be expected 
of a dreadnought—and sounds great for 
strummed accompaniments in standard and 
open tunings in all styles. The sound, heavy on 
fundamentals, is nice and uncluttered. It's satis- 
fying to strum along to a country-folk classic 


Both guitars are a reminder 
of how good even the least 
expensive imported 
instruments can be. 


such as “Will the Circle Be Unbroken,” and it 
performs just as well when tuned to open G for 
a song like ^Wild Horses" by the Rolling Stones. 

The BM-15, with its smaller 000 body, is 
slightly more responsive to fingerpicking than 
its companion, and it has a balanced and trans- 
parent voice that makes it suitable for a range 
of styles, from country blues to modern jazz. It 
feels just as good to play Robert Johnson's 
"Love in Vain" on the BM-15 as it does a jazz 
and pop standard like “АП the Things You Are." 
But the guitar also responds well when 
strummed with moderate force. 

They're not fine all-solid-wood instruments, 
but at $200 each, Bristol's BM-15 and BD-15 
give you a whole lot of hog for the money. 
Whether you're buying a first guitar for a begin- 
ner or scratch pad for a working professional, 
both instruments are winners in their class. 


AT A GLANCE 


BRISTOL BM-15 


BODY 
000 body size 


Mahogany top 


Mahogany back and sides 


Indian rosewood bridge 


Satin finish 


NECK 
Mahogany neck 


Indian rosewood fingerboard 


25.6-inch scale 
1 !!/:6- inch nut 


Chrome enclosed tuners 


Satin finish 


EXTRAS 
Optional hardshell case 


D'Addario EXP16 Coated Phosphor 


Bronze Light strings (12-53) 


PRICE 
$249.99 list/$199.99 street 


Made in China 


sagamusic.com 
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AT A GLANCE 


BRISTOL BD-15 


BODY 
Dreadnought body size 


Mahogany top 


Mahogany back and sides 


Indian rosewood bridge 


Satin finish 


NECK 
Mahogany neck 


Indian rosewood fingerboard 


Steve Kaufman 


3 Time National Champ 
Group Guitar and Mando Lessons 


\ BEBBEB 


Group Guitar and Mando 
Lessons Live and Online 
6 Week Class - 1 Hour Each Week 


Guitar and Mando Lessons with Steve! 
Choose from Eight Classes for Beg. to Adv. 


Single Song Video Lessons 
Choose from 100's of video lessons. 
Only $10.00 ea. 


Flatpik.com 


Write or Call for Free Catalog 
PO Box 1020 * Alcoa TN 37701 


865-982-3808 - Register Today! 


25.6-inch scale 
1 !!/:6- inch nut 


Chrome enclosed tuners 


Satin finish 


EXTRAS 
Optional hardshell case 


D'Addario EXP16 Coated Phosphor 


Bronze Light strings (12-53) 


PRICE 
$249.99 list/$199.99 street 


Made in China 


sagamusic.com 


We have spent a long 
time working on new 
packaging for our 
John Pearse® Strings. 
Not new color covers or 
boxes. You might not 
even see the change 
but the packaging 
provides better 
protection 

from the moment 
they are born. 

You will notice. 

John Pearse® Strings 
lasting longer! 

Just the best strings 
Now even better. 


Breezy Ridge Insts.,Ltd. 
www.jpstrings.com 610.691.3302 
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Transmitting Live 


iSolo combines the sound of a real mic with wireless mobility 


BY DOUG YOUNG 


uitarists are always looking for new 
Gs to overcome the challenges of 
amplifying their instruments. CloudVocal Inter- 
national in Taiwan has used Indiegogo to intro- 
duce a new solution, a device that combines the 
sound quality of a real microphone with the 
total mobility of a wireless system. Best of all, it 
requires no modifications to your instrument. 

The iSolo is a wireless microphone system 
that consists of a small transmitter with an 
attached mic, and a choice of two different 
receivers, one optimized for recording, the 
other for live performance. There are three 
iSolo packages—iSolo-Live, iSolo-Recording, or 
iSolo-Live-- Recording—which vary only in 
which receiver is included. 

The compact, lightweight transmitter sup- 
ports a tiny antenna and a small microphone 
on a gooseneck mount, as well as a three- 
position volume switch and a button that 
doubles as an on-off switch and a wireless 
pairing function. The transmitter operates 
from a rechargeable battery, which takes two 
to three hours to charge (in my tests, the 
charge lasted around three hours), and con- 
nects to the receivers via 2.4Ghz Wi-Fi. Unlike 
wireless systems that involve a pickup con- 
nected to a belt pack, the iSolo is totally self- 
contained and requires no wires. 
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The iSolo-Recording package includes a 
simple USB receiver that looks like a typical 
thumb-drive. It can be plugged directly into a 
computer, PC or Mac, and can be used with 
Android or iOS devices with an adaptor 
(included). The receiver included in the 
iSolo-Live package is the size of a small 
effects box, and has an attached rotatable 
antenna, volume control, low cut control, and 
a line out to send the signal to an amp or PA. 
The Live receiver supports multiple channels 
to allow different performers to use iSolo 
systems on stage at once. 


TRANSMITTER MOUNTING 

The Transmitter is the most ingenious part of 
the iSolo package. It is small, lightweight, and 
most importantly, attaches quickly and easily 
with no modifications to the guitar. There are 
three options for mounting the transmitter. The 
first is the “Magic Carpet,” a small foam 
sponge-like pad that adheres to the guitar with 
a quick press, and removes with a simple twist, 
seemingly like magic. With the device attached 
to the guitar top, the mic can be routed into the 
soundhole and positioned to taste. An alternate 
mount allows the transmitter to be clipped 
onto the soundhole, with the device inside the 
guitar, nearly invisible. A third mount, still 


being developed, allows the transmitter to float 
across the soundhole, much like a magnetic 
soundhole pickup. 

One obvious concern is the impact of the 
rubber mounts on the guitar finish. I noticed 
that, as the company claims, the Magic Carpet 
mount leaves no residue, and the company 
says they have tested the iSolo with fine violin 
finishes with no problem. However, it would 
be prudent to limit the time the iSolo is in 
contact with your instrument, and remove it 
when you are not using it. I had no problem 
with the Magic Carpet staying in place, but 
I can imagine it might lose its staying power 
over time. The product includes several 
replacement pads, and the company says 
cleaning with water restores the stickiness. 


SOUND CHECK 

Using the iSolo is extremely simple. I plugged in 
the iSolo Live Receiver, pushed the pairing 
button to connect the transmitter, and immedi- 
ately heard sound from my amplifier. After 
pressing the transmitter onto the top of my 
guitar and running the mic into the soundhole, I 
was rewarded with an impressively accurate 
sound. The tone of the mic doesn't have quite as 
much presence as a high-quality external micro- 
phone, but is far more realistic than traditional 
pickups. The gooseneck allows you to alter the 
sound by changing the mic location, so some 
experimentation can help fine-tune your result. 
The mic appears to be optimized for locations 
inside the guitar—although it is possible to keep 
it outside of the guitar—and has less of a boomy, 
bottom-of-the-well sound than typical internal 
guitar mics. Especially when paired with the 
Live Receiver, a combination of mic placement 
and low cut filter allowed me to dial in a top- 
notch sound easily. 

Using the recording receiver was equally 
straightforward. My Mac recognized the device 
as an audio interface as soon as I plugged it in. 
There are no controls on the recording receiver, 
so the only operation is to set up pairing 
between it and the transmitter. I was also able 
to record to my iPhone using GarageBand 
simply by connecting the receiver using the 
supplied USB to Lightening adaptor cable. 
Although there's no low pass filter or volume on 
the recording receiver, you can adjust EQ and 
levels on your recording software. 


FEEDBACK & OTHER 

PRACTICAL ISSUES 

Feedback is always a concern with amplified 
acoustics. With the iSolo, it's important to 
realize that the device is a real microphone, 
and therefore no different from any mic with 


regards to feedback. If your stage volume 
allows you to use a traditional mic on a stand, 
the iSolo should work great. The iSolo may be 
even a bit less feedback-prone than a stand- 
mounted mic, since the mic can be partially 
shielded inside the guitar. But if you play in a 
loud rock band, or stand in front of loud wedge 
monitors, feedback is a potential challenge 
with any mic, including the iSolo. 

One issue with attached mics is that they 
tend to pick up body noises from the guitar. 
This can be a desirable feature — playing per- 
cussion on your guitar top, for example, but 
you may also be surprised by how many 
extraneous sounds you hear from the guitar 
rubbing against your body, arm movement, 
and so on. The gooseneck on the iSolo pro- 
vides some isolation from vibration, as does 
the Magic Carpet, but the mic picks up all 
sounds quite effectively, so it can't totally 
exclude unwanted sounds. 

For live use, the iSolo receiver needs to be 
fairly close to you. Within about 15 feet, the 
sound is uncompressed, but between 15 and 
30 feet, you will get reduced sound quality. 
You may also experience signal drops at longer 
distances. So you probably can't plan to place 
the receiver in the back of a large venue with 
the sound guy. But the design lends itself to 
mounting along with effects boxes on your 
pedal board, or sitting on top of your ampli- 
fier, both of which should be well within range 
in most stage setups. 

For home recording, the iSolo may be an 
attractive option for guitarists with less than 
optimal room acoustics. With the mic inside 
the guitar, it is less sensitive to external noise, 
reverberant rooms, and more. It also provides 
an easy solution for portable recording. With 
your smartphone and the iSolo, you can record 
anywhere from the subway to the beach, 
making it a great way to capture audio for 
location videos. 


A CREATIVE SOLUTION 

The iSolo is a creative solution to amplification 
for acoustic guitar, as well as other instru- 
ments. The device is well-designed, and seems 
reasonably rugged. I wish the recording 
receiver supported 24-bit audio, and the 
rechargeable battery life is a concern. But for 
those looking for a better sound than you can 
get from traditional pickups, or those who 
want to avoid modifications to their guitars, or 
want to easily move a single system between 
guitars, the iSolo is hard to beat. For both 
recording and live performance, good sound 
and ease-of-use make the iSolo a welcome 
addition to any acoustic guitarist’s toolkit. AG 


NEW GEAR 


AT A GLANCE 
iSOLO 
TRANSMITTER 


Size: 1 inch x ?/s inch by 2 1⁄4 
inches; weight 1 ounce 


Rechargeable battery 


Antenna 


Integrated mic on gooseneck 


3 switchable volume levels 


16 bit/48Khz USB receiver/audio 
interface for Mac, PC, or iOS and 
Android devices with adaptor 


LINE RECEIVER 


Selectable channels 


Sync jack 


Volume and low-cut controls 


Battery and connection indicators 


Rotatable directional antenna 


Line out 


9-volt power adaptor 


12-20ms latency, 2Kohm output 
impedance 


Range up to 30 feet 


PRICE 

iSolo-Recording, $199; iSolo-Live, 
$299; iSolo-Live & Recording, 
$349 


Made in Taiwan 


isolopickups.com 


The Original 
Guitar Chair 


the details make the difference 


Proudly made in the USA 
1-877-398-4813 


www.OriginalGuitarChair.com 


* 
ant to Pass it On? 


The Guitar Legacy Program 
Learn More Today! 


guitarsintheclassroom.org 
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Certified Sound 


AER introduces a Tommy Emmanuel signature amp & it's pretty dang cool 


By Nathan Bell 


n opening day of the Chet Atkins 

O Appreciation Society's annual get- 
together I’m offered a button that says, “Chet 
Atkins is the King." I'm here to try a new 
amplifier from AER, but first I will have to 
pay homage to royalty. 

Atkins, the late, legendary 
fingerpicker and 
Nashville 


native, 
had a sense of humor 
and style equal to his groundbreak- 

ing guitar playing. He appointed himself a Cer- 
tified Guitar Player (CGP), a fitting sobriquet 
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for a man who educated himself in a wide 
variety of styles and had an undying curiosity 
about music, conveyed not just in his playing 
but also in his many years of formal and infor- 
mal teaching. A discussion of Nashville's guitar 

scene isn't complete without stories of 
young guitarists’ encounters with 
Atkins, most of them ending 
with a variation on the 
comment, “I didn't 

know he could 
play that.” 


So it’s 
appropriate that 
Tommy Emmanuel, whom many 

consider to be the heir to the Atkins throne, 
has chosen the CAAS annual get-together to 


unveil his new signature model AER acoustic- 
guitar amplifier. Emmanuel is universally 
embraced by fans of all genres as a premier 
fingerpicking stylist, well-known for a spar- 
kling and clean live sound. Like Atkins, 
Emmanuel has always been ready and willing 
to discuss his tools, so it’s no secret that he 
achieves his trademark sound with a combina- 
tion of Australian-made Maton acoustic 
guitars, equipped with its proprietary AP5-Pro 
pickup system, AER’s excellent Colourizer 
preamp, and an AER Compact 60/3 amp. 

Designed and built in Germany, the 
Compact 60 combo amp is AER's flagship, and 
one of the lightest and smallest amplifiers 
available, weighing only 14.3 pounds, 
which makes it easy to lug around. 
Despite its small size, the amp is loud 
enough for most settings. Known as "the 
Acoustic People," AER has a dedicated 
and growing following of guitarists who 
prefer the amp's clean, tonally neutral 
sound and simple, effective controls. I've 
played a wide range of acoustic amps 
and found that the Compact 60, both the 
standard and Tommy Emmanuel Signa- 
ture Edition models, provide the cleanest 
signal-to-noise ratio, as well as pleasing 
EQ and effects. 


ne of the Nashville area's fine 

boutique guitar shops, Artisan 
Guitars, is onsite at CAAS displaying the 
full line of AER amps and, for the first 
time, the Tommy Emmanuel Signature 
model. Although based on the same 
Compact 60 that was Emmanuel's go-to 
amplifier, there are some critical variations 
that make the TE edition noteworthy. 

The decorative differences are subtle 
and tasteful. Nothing on this amp screams 
"special edition" and I suspect AER fans will 
be pleased that the amp is still basic black- 
on-black. Emmanuel’s signature is engraved 
in black leather on one side of the amplifier, 
and a small sticker of the same signature is 
on the back. The other side of the amp has 
an engraved aboriginal symbol, honoring the gui- 
tarist's Australian roots. 

There are only two hardware/software 
modifications, but they are smart ones, and 
make paying the additional $100 over the 
standard edition a no-brainer: Emmanuel 


requested he be able to send his fully finished 
sound directly to the mixing board, so the first 
change is to the DI out, switching it from a 
pre- to a post-send. The original Compact 60 is 
only able to send the signal without the EQ 
and effects engaged (pre). This change is good 
news for any guitar player who wants to know 
that the audience will hear exactly the sound 
the artist worked so hard to find. 

And then there are the effects. Standard 
Compact 60s have four built-in effects, includ- 
ing a delay. The Signature Edition replaces the 
standard delay with a delay designed to repli- 
cate setting 99 (reverb combined with chorus) 
from an old workhorse Alesis MidiVerb. This 
gives the sound extra width and depth. You can 
dial in as much or as little as you need, but 
even turned up to relatively high levels, the 
effect is remarkably transparent. 

I play the AER TE using a 00-size Maton 
directly into the newly designed amplifier, 
and can testify that the second modification 
is what causes the sound to come alive. What- 
ever makes MidiVerb setting 99 magical is 
ably reproduced, adding a fullness and depth 


AT-A-GLANCE 


60 watts, dynamic control 


8-inch (200 mm) twin cone speaker 


Twin channel, three- and two-band EO 


Digital effect processor with four presets 
(2X reverb, room and hall; Alesis MidiVerb 11 
reverb/delay; chorus) 


Aboriginal snake art carved in one side, 
with TE initials and CGP designation 
carved in the other 


Bag with signature strap 


Effects go through to the DI-Out 


A duplicate of Emmanuel's Alesis 
MidiVerb 11 effect (reverb/delay) 
on board in the effects section 


$1,499 MSRP; $1,299 street 


aer-amps.com 


which, not coincidentally, is most evident 
while fingerpicking. 

Artisan Guitars is sharing the demo room 
with Gretsch Guitars, so the area is filled with a 
steady stream of accomplished amateurs doing 
their very best Chet-picking. Adding that setting 
99 effect makes the crowded room go quiet. 

AER's philosophy is to create a great live 
stage sound for acoustic musicians, so it only 
makes sense that they have been working 
with Emmanuel, who's a stickler for the 
perfect live sound. “In addition to the devel- 
opment of this signature amplifier, our 


collaboration has been essential in the devel- 
opment of many AER products," says the 
company's US distributor, John Kelley. 
Professional musicians have long used mod- 
ified equipment to create sounds unavailable to 
other players. Thanks to Tommy Emmanuel 
and AER, any acoustic guitarist can play the 
same equipment as today's Certified Guitar 
Player. And that's how original CGP Chet Atkins 


would have wanted it. 


Nathan Bell is a singer-songwriter based in 
Chattanooga, Tennessee. 
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issue today and enjoy 
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Get in Tune 


BY DENNIS GLOBUS 


stood in the green room mumbling the 

lyrics to my three-song open mic set 

while tuning my guitar using my 
brand-new clip-on tuner. High E 
string. Check. B string. Check. And 
so on, until each of the six strings 
was needle-perfect, according to the 
tuner. Then, the sound guy popped his 
head through the door and called my name. 
I stepped onto the stage and, as is my habit, 
strummed the first chord of the song before plug- 
ging іп. To my horror, it sounded ... off. Way off. 
At least two of the strings were out of tune. 

What had happened? 

Did my guitar suddenly freak out some- 
where in the 20 feet from the green room to 
the stage? No, my tuner had simply let me 
down in a big way. 

And that’s not the first time it had happened. 

There are dozens of brands of clip-on 
tuners for acoustic players, some easier to 
use than others, some easier to read, and 
some more rugged. Problem is, few of them 
are particularly accurate. 

Enter the TC Electronic PolyTune Clip, my 
fourth tuner purchase in a year after the first 
three either disintegrated in my gig bag, or 
exploded upon impact with a wall after giving 
me false readings. 

Hey, it’s a cruel world. 

So you can understand my skepticism the 
first time I slid open the cute little protective 
box that the PolyTune Clip comes packaged 
in. I clipped the tuner onto my headstock, 
pressed the On button, and started tuning. 
The readout, I immediately noticed, is large 
and clear, despite the diminutive size of the 
tuner itself. The name of the string appears 
as a large red character, reminding me which 
tuning knob to twiddle. A bright green line 
appears in the center, and if a string is flat, a 
red line appears just to the left of the green 
at a distance commensurate with the degree 
of flatness. If a string is sharp, the red line 
appears to the right of the green one. Get it 
in tune, and the red line moves on top of the 
green one, then disappears. 

That’s about as simple as it gets. 

Thankfully, it’s also about as accurate as it 
gets. After tuning up, I arpeggiated my cowboy E 


chord and 

noticed that 

each string was 
bang-on correct. 

The TC Electronic 

j PolyTune Clip allows for 

/ three different types of 

C / tuning: 1) standard chromatic 

(my favorite); 2) polyphonic (so 

you can tune all six strings at once); 

and 3) strobe mode (for those who 

prefer visual chaos). 

Of course, no tuner is absolutely perfect, and 
the PolyTune Clip is no exception. While you can 
attach it either vertically or horizontally any- 
where on your headstock, and even tilt it, you 
can't swivel it. I consider that a tiny fly in the 
ointment, but it may be a larger insect to some 
people. As for me, accuracy is king. At just under 
$50, the PolyTune Clip is far from being the 
cheapest clip-on you can buy. But it may be the 
most trustworthy, easy to use, and rugged little 
dude you'll ever toss into a gig bag. AG 


AT-A-GLANCE 


Save and recall default tuning 
and a reference pitch 


Choose from a chromatic tuner 
or a stroboscopic tuner 


Chromatic mode adds familiar 
feel to single-note tuning 


MonoPoly automatically switches 
between modes 


Magnetic needle slows down 
as you get closer to pitch 


Supports drop-D and many 
other alternative tunings 


105 ultra-bright LEDs provide 
easy visibility anywhere 


PRICE $74.99 (MSRP), 
$49.99 street 


tcelectronic.com 


PARQUETRY TENOR UKULELE 


This Kala Elite ukulele is made of unused 
segmented Koa of various grain patterns 
and pigmentation. 
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Available online November 2016 at kalabrand.com/elite 
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Josh White 
Josh at Midnight 
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A Folk-Blues 


BY GREG CAHILL 


olk-blues legend Josh White had a fasci- 
F nating career. As a kid growing up in Green- 
ville, South Carolina, White earned his keep as a 
guide for the blind, including the bluesman 
Blind Blake. He honed his chops and learned the 
Piedmont-style of finger picking. In the 1930s, 
he recorded what, at the time, were known as 
“race records,” for a largely African-American 
audience. His work as a musician, actor, and 
civil-rights activist led to a friendship with Presi- 
dent Franklin D. Roosevelt. In the 1950s, White 
signed a deal with Elektra Records and helped 
usher in the folk revival. 
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This 180-gram vinyl edition of White’s 1956 
sophomore effort for Elektra was produced by 
the legendary label chief Jac Holzman (Judy 
Collins, the Doors, Love, Harry Chapin). It's a 
treasure trove of cool folk-blues and hellfire 
spirituals. The album teamed White on guitar 
and vocals with jazz bassist and baritone har- 
monizer Al Hall, and vocalist Sam Gary. It finds 
White spinning such straight-ahead folk- and 
gospel-blues as Jesus Gonna Make Up My Dyin' 
Bed,” later covered as “In My Time of Dyin” by 
Bob Dylan and Led Zeppelin. That song, the 
original cryin' blues *No. 12 Train" and 


Musician, actor, and 
civil-rights activist 
Josh White 


Powerhouse 


the jazzy “Jelly Jelly,” find White playing 
soulful, Piedmont-style fingerstyle guitar. Other 
tracks would become folk-revival standards, 
including Joshua Fit the Battle of Jericho." But 
his signature sound is rooted in this sometime 
Broadway actor's theatrical vocal delivery—his 
showmanship influenced Harry Belafonte. 
That's most evident on the comedic bawdy 
blues ^One Meatball," based on British ballad 
authority James Francis Child's one-act bur- 
lesque opera “Il Pesceballo." 

This audiophile vinyl edition is as robust as 
White's vocal performances. AG 


AOIFE O'DONOVAN LIVE FROM CAMBRIDGE 


Aoife O’Donovan 
Man in a Neon Coat 
Yep Roc 


IMAGINATIONAL ANTHEM vol. 8 : 
THE PRIVATE PRESS 


Various 
Imagination Anthem 8 
Tompkins Square 


PLAYLIST 


Chatham County Line 


Autumn 


Yep Roc 


By reinterpreting past songs, Aoife 
O’Donovan signposts her journeys ahead 


Man in a Neon Coat, recorded live in 
Cambridge, Massachusetts, last April, revisits 
14 delicate, genre-sampling songs from Aoife 
O’Donovan’s solo albums, Fossils (2013) and 
In the Magic Hour (2016), and recasts them 
as sinuous, supple roots rock. Briskly 
strummed or circuitously picked, 
O'Donovan's acoustic guitar kicks off these 
slow-building tunes. Lyrics from “Detour” 
give the collection its name. Originally an 
airy, haunted lament, the tune here gets a 
muscular, swaying makeover, with 
O'Donovan's feathered alto delivering an 
unyielding kiss-off to a checkered love affair. 

O'Donovan's folk power trio—with 
Anthony Da Costa on electric guitar and 
Steve Nistor on drums—is versatile, surging 
to a gallop on the stuttering minor-key rocker 
“King of All Birds," and downshifting to 
silvery delicacy on the nostalgic “Red & White 
& Blue & Gold.” 

The American-born O’Donovan revisits 
childhood summers studying music in Ireland 
with “Magic Hour,” a Celtic-flavored ramble 
that subtly slides into dark-hued 
chamber pop. 

A pair of cover tunes round out the set. 
With spare picking, O’Donovan strips down 
Joni Mitchell’s “You Turn Ме On I'm a Radio” to 
unadorned folk, and her smoky caress of each 
syllable spotlights the plain spoken poetry of 
Emmylou Harris’ “Boulder to Birmingham.” 

With Man in a Neon Coat, O’Donovan taps 
into her roots and signposts her journeys ahead. 

—Pat Moran 


A collection of 14 brilliant solo 
guitarists, many heard for the first time 


Seven volumes into its Imagination Anthem 
series, Tompkins Square continues to dig 
through increasingly obscure collections of 
self-released solo guitar. How obscure? Of 
the 14 guitarists here, label owner Josh 
Rosenthal had only heard of one of them: 
Perry Lederman, who reportedly taught Bob 
Dylan how to fingerpick, and whose “One 
Kind Favor” (1995) finds a darkly haunting 
middle ground between Ali Akbar Khan and 
Blind Lemon Jefferson. In a perfect world, 
Lederman might have been as famous as his 
friends Mike Bloomfield, Jerry Garcia, and 
Jorma Kaukonen, but in real life, he 
remained a footnote—a brilliant player who 
released only three songs in 40 years. 

The remaining artists were selected by 
hardcore record collectors Michael Klausman 
and Brooks Rice, and includes Larry Conklin 
(“The Diamond Cutter”), Michael Kleniac 
(“Obadiah”), Lee Murdock (“Where the 
Pinery Narrows”), Russell Potter (“Blue 
Wind Boy”), Stan Samole (“Prayer Bless- 
ing”), and Nancy Tucker (“That Spanish 
Thing”). While they all mine similar veins of 
American Primitive—Robby Basho, John 
Fahey, Davey Graham, Leo Kottke, John Ren- 
bourne—they each find a unique, deeply 
personal voice. 

To listen to these 14 players at once—and 
to be hearing almost all of them for the first 
time—is a powerful reminder of the bril- 
liance around us, much of it hiding in 
plain sight. 

—Kenny Berkowitz 


North Carolina quartet reflects life’s magic 
on these meditative songs 


On their seventh studio album Autumn, 17-year 
veteran North Carolina quartet Chatham County 
Line uses the grammar of bluegrass—quicksilver 
instrumental runs, flowing round-robin solos and 
vaunting three- and four-part harmonies—to 
craft nimble folk-inflected tunes. In line with the 
title of this collection, the songs feel autumnal, 
with a focus on memories, mortality, and the 
passage of time. 

Over jangly strummed acoustic, Chandler 
Holt’s buckling banjo, and John Teer’s vertiginous 
mandolin, guitarist Dave Wilson’s tenor praises an 
ideal love on “You Are My Light.” It’s unclear if 
the object of his affection is flesh and blood or 
spiritual, and this uncertainty, along with Wilson’s 
almost mystical longing for love and connection, 
lends a dreamlike air to even the earthiest of 
these hill-country laments, mountain-top rambles, 
and string-jazz struts. 

“Siren Song” limns the hypnotic allure of a 
woman’s voice over cantering banjo, Teer’s ser- 
pentine fiddle, and the chorus/incantation, 
“Magic in the melody, magnet in the words.” 
Similarly, in ‘All That’s Left,” Wilson sings, “We go 
on living as our bodies meet the ground,” over 
cross-stitching of razor mandolin and Greg 
Readling’s tumbling juke-joint piano. 

The instrumental “Bull City Strut” briefly 
breaks the ruminative mood with a blistering 
display of bluegrass pyrotechnics—rattling speed 
demon mandolin, rambunctious banjo, and quick- 
picking waterwheel guitar. It’s as if the boys 
wanted to reel out one last barnburner before the 
leaves turn and the ground grows cold. 

—PM. 
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WATCH OBSIDIAN SON'S SESSION AT 
ACOUSTICGUITAR.COM/TAG/DECEMBER-2016 


Better With Age 


BY GREG CAHILL 


t a recent taping of Acoustic Guitar 

Sessions, Josh Yenne accompanied 
Obsidian Son singer-songwriter and Napa 
Valley grape grower Sean Garvey on a sweet- 
voiced 1937 Gibson L-0. It's a later version of 
the 1-0 played by such bluesmen as Robert 
Johnson, Son House, Robert Jr. Lockwood, 
John Henry Barbee, Scrapper Blackwell, Clif- 
ford Gibson, Bill Williams, and Poor (a.k.a. Big) 
Joe Williams. That early model, introduced in 
1926, was a 12-fret and sported a chunky neck 
and a generous 1 3/4-іпсћ nut. Yenne's spruce- 
topped, mahogany-backed model is a 14-fret 
with a slim neck profile and a 1"/16-inch nut. 
Gibson only offered this particular pre-war 
edition between 1937 and '40. 


And it's a beauty: small bodied, curva- 
ceous, painted black, and with no rosette. 
The guitar was sold to Tall Toad Music in 
Petaluma, California, by an affluent wine- 
country lawyer before landing in Yenne's 
hands. “It’s the one I've been looking for for 
years after playing hundreds of old 
Gibsons,” Yenne says with a satisfied 
smile. “It’s such an amazing guitar— 
it picks, it fingers, it does every- 
thing I ask it to do.” AG 
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PLANET WAVES” 


Changing humidity levels can leave your guitar with cracks, warping, or worse. Yes, it's really 
amatter of life and death. D'Addario's Two-Way Humidification System provides daily guitar 
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humidity inside your case, so your guitar can live along and healthy life. 
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Greg's Ukulele 
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"The D Jr. E sounds surprisingly big. Warm and 
SQ LI D WO Q Р full low end, clean and clear highs. Not what you'd 
М О COM PROM | S E expect from a guitar that's smaller and lighter than 


traditional Dreadnoughts, or from one that's this 


D JR z affordable. | can't put mine down." 


- Jason Isbell 
2016 Two-time Grammy? Award Winner 
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